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ABSTRACT

The Yoruba modern travelling theatl e traditions
has been a major point of focus by som: scholars of
the performing arts in the recent past. Their
interest in this tradition is probably due to itg
educative technique and its entertaini.g and didactic
nature. Some of these scholars have d ‘liberated on
various aspects of_Yoruba theatre and 'rama, and
studied some of the Yoruba popular dra atists with
the aim of highlighting their innovative techniques.
In their studies, therefore, they have suggested
several ways in which the Yordb& cultural heritage
can be revived for the:benefit of the resent _
generation and the future Nigerian pen rations.

The renowned performing artists w .o have been
studied include the late Hubert Ogihdé, the late’ K§l&

Ogtinm$1é; Oyin Ad&jobi, the late Dard 4dipd, Moses
Qlaiys Adéjumd (alias Bdb& Salh), and « host of others.
Studies on these performing artists range from tQ9ir
organizational ability, their physical presence on

stage, their innovative techniques, their style and
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their interest in traditional material for production,
to language use and manipulation and their contributions
to the socio-eultural, economic and moral development

of the Yordb& society in particular and the Nigerian

nation in generali

Unfortunately, however, the present writer has
diseovered that not much has been done on the work
of the late KPli Oghnmplé who ies generally believed
to have been a seasoned and renowned performing
artist in the 1950s and 1960s. Moreover, it has also
been disecevered that the folkloric plays of Ogtmnmdla
have been only briefly touched upon and analysed by

scholars.

In the light of this situation, the present
writer decided to look more closely into the content
of .the late Kbla Oghnmdpl&'s folkloric plays with the
aim of analysing fho philosophical thoughts behind
them in a socio-cultural context. It is our hope that
the findings of this research would be of benefit to
the contemporary and future Yorub& societies and to
the community of scholars world-wide. This is without
prejudice to the enduring value of the plays themselves.
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The first chapter is an introductory one which
discusses the rationale; conceptual framework and the
scope of the study, the methodology ﬂoliew‘d’and the
life history and philosophy of the late Kplé Oghnmbla.

A typological survey of Ogtnmdli's plays is made,

while a thematic analysis of his folkloric plays is
briefly attempted. Finally, the significance of
folklore in Yorib& socio-cultural life is discussed at

some length:

The second chapter attempts a review of approaches
to folklore, literature and theatre studies and
highlights some topics which have been discussed by
previous writers on the Yoruba travelling theatre
tradition and on the personality of the late K$l&
bgﬁﬁmpl&: The views, comments and submissions of
these writers are carefully examined in order to find
out which, among these, still remain valuable or
relevant and which ones need to be set aside.

Chapter Three makes an in-depth study ané
attempts a critical discussion in a textual analysis
of each of égdhméiA's folkloric plays and finally

makes some comments on the socio-cultural and economic



-

vi.

messages in the plays with particular reference to
the Yorib& people of Southern Nigeria.

In Chapter Four, the stylistic features of the
Yordb& language and Oghnmdl&'s expertise in the
manipulation of the language and the musico-poetic
aspects of Oginmglé‘'s folkloric plays are discussed.

Chapter Five concludes the dissertation with
comments, views and submissions on Oztnm$l&''s
contribution to modern theatre and drama and his
philosophical message, as revealed in the plays, to
both the people of his time and to future génerations.
Finally, it touches upon the future of the modern
Yomib& travelling theatre and the benefits that are
expected to be derived from it.

44
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CHAPTER ONE
INTEODUCTION

1. Rationale of the Study.

As a matter of fact, it appears that our
contemporary society is morally and socially sick,
and that it is declining culturally and spiritually.
There seems to be fear everywhere and at all times.
There is the fear of political instability,
religious intolerance, economic depression, famine,

social insecurity and natural catastrophes or
disasters; Consequently, some people are of the
view that the future and stability of humankind in

geuneral ana of theYorib& race in particular seem to
be unpredictable.

The increasing frequency of these problems is
dé:ily contributing to e untimely deaths, poverty,
and other social vices that have plagued our nation
in particular and the entire world in generalé The
reason for the multiplication of o0ld problems .is not

far to seek. One of the major causes of all these

things, according to Akingpl& Akiwowd (1980), is
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lack of character or the failure of individuals
to develop the right valuesand the sense of good
comportment: He noted that;

There are evidences today; of an ever-rising

current of aimowa (loss of the sense of good

comportment) in our midst (1980: 31).
Due to the loss of the sense of good comportment
by the Youths and adults of our contemporary
period, criminal thinking and behaviour has
jeopardised the well-being of all and sundry. The
youths of the contemporary times are unwilling to
work legitimately and honestly to achieve their
life ambitions. They are not prepared to struggle
with patience befoée they achieve their life
ambitions. This is probably one of the reasons
why many of our youths today resort to criminal

gcts to achieve their selfish aims.

It is on this note that Aklwowg, among others,
appeals to all Nigerian sociologists and anthro-
pologists, pointing out that they have a vitel
role to play in order to redeem our fatherland
from an imminent societal chaos. Moreover,

Akiwgwp identifies five major problems which, he
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thinks, need urgent solutions and to which Nigerian

sociologists and anthropologists should address

themselves with the utmost despatch. These, according

to Aklwowo, includes

(a) the phenomenal rise in the number of the

mentally ill, (b) the ebb and flow in the
tide of armed robbery; (c) the rising
mortality rate of young adults from the
age of 25 to 45 years, (d) the unabating
abandonment of Nigerian children by young
mothers, and (e) the discovering of a self—
evident truth in the world around us to
which the Nation can hold political leaders
and upon which bi and gjogbé sociations .
must be founded ingpld AEIWQWQ, op.cit.
32-33).

To solve the above social problems, social

anthropologists must ‘try to look for the immediate

and remote causes before they could, in an informed

manner, suggest solutions.

Apart from the social problems envisaged above,
there is also the problem of culture disintegration
within the Yorub& cultural milieu. This, of course,
might have been one of the cankerworms that contri-
buted to the socio-economic imbalance within the

general Nigerian economic system.



4.

However, it should be recalled that, before the
coming of the colonial overlords, the indigenous Yorub&
culture was kept relatively intact. But qdite unfortu-
nately, with the coming of the colonisers, who tried
as much as humanly possible to suppress the indigenous
culture and implant their own, majority of the Yorub&
people were forced, indirectly or otherwise, to accept
the allen culture. Therefore, the majority of the
Yorib& people embraced the alien culture and
discarded, totally or partially, the customs and
ways of life of their forebears. This is remarked

by BasseY Andah (1982.5-6) when he says, of Africa:

.+« her peoples' cultural outlooks have been
affected and have therefore had to take into

account several recent historical experiences

and realities which are still very much with

them today. Principal among these have been

Arab imperialism, slave trade, western colonialism
and imperialism and accompanying missionary
influence, the introduction of western concepts of
education, religion, science, political and economic
institutions and the likel

The above question reveals that the African cultural
outlook has been grossly affected by acculturation.
Several alien cultural traits have intermingled ;ith
the African traditions and this has given rise to
cultural adaptations through time, either to the

detriment of the indigenous beliefs and practices or
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to their advantage and societal development. However,
it needs to be pointed out that the total abandonment
of the indigenous cultural heritage, in some respects,
has adversely affected the living styles of individuals
or corporate groups. Many of the natives started to
adopt Buropean fashions and styles of living. They
started wea®ing foreign dresses, some of which are
unfriendly to the tropical weather. They sometimes
ate foreign foods, embraced the "imported religions"
and even spoke the foreign languagec at the expense
of the indigenous ones; and this affected their
social integration in one way or the other.
With this state of affairs, there ermerged some
philosophers, playwrights, artists, theatre practi-
tioners, particulgrly among the Yoruba people, from
about the early forties. These people started to
point out the abnormalities within the society and
to suggest (throu:h action and performances),
indirectly or otherwise, ways by which the contemporar)
society could orrset her socio-cultural deficiencies
and struggle for survival and ultimate develoﬁﬁent.
One of such playwrights and theatre practitioners

of our time was the late Elijah K614 Oghnmbléh.
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geveral scholars have discussed OgGnmdlé and various
aspects of his life and personality, his talent, his
life embition, his style of performing, his skill and
expertise, his theatre group or his career as a |
director/producer of many plays. Notable among these
scholars are Ulli Beier (19543;1967; 1981), Mart}n
Banham and Clive Wake (1976), Michael Etherton (1982)
and Biodun Jeyifo (1984). These scholars, without
doubt, have done a great deal of work on Oglinmplé and
his theatre company. However, they have not given
specific attention to the socio-cultural aspects of
Ogtnmbla's plays. Therefore, this dissertation intends
to carry out a fairly detailed study on the socio-
cultural aspects of the late Oglnmbdli's folkloric
plays so that the philosphical thoughts behind them
could be advantageously utilized by the contemporary

and future Nigerian societies.

It may be recalled that, in the traditional past,
our forebears usually adopted the use of folklore to
instil sanity into the minds of youths or adult, members
of the society in general. They did this through the
medium of story-telling, proverbs, myths, legends,

riddles and other forms of Yorib& poetic genres. In
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actual fact, this medium contributed in no small
measure to the socio-cultural and econom;c upbringing
of many in the Yorub& $raditional society. Finally,
therefore, this dissertation tries to discuss, among
other things, the significance of folklore within the
Yoruba traditional society, its relevance and ¢ontri-
bution in the contemporary Nigerian situation and
suggests how folklore studies could be manipulated
for the development of the present and future

Nigerian communities.

Theoretical Framework

Various approacpes have been used to study
folklore by folklorists and other scholars over the
years, and there have been many submissions and
counter-submissions on the discipline. Scholars
al]l over the world have, however, agreed that the
study of folklore should be a thing of necessity and
not a matter of offhand, ﬁocular treatment.

This is probably why Ketner says: -
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Nothing could be more humane than this
important finding, established with the
aid of a scientific mode of inference:
that folkloric behaviour is not a
curiosity, not a symptom of inferiority
and ineptitude, not a mass of error, not
the exclusive property of the stereotyped
"folk", but a sign of one's humanity.4

As we have seen above, apart from the fact that folklore
studies are considered as necessary in the modern-day
context, it is also significant to note that all that
man does or believes is entrenched in folklore.
Folklore, according to scholars, is an extremely
diversified subject which has been called a mongrel
field because, in its name, men have studied apparently
miscellaneous things. "Although folklorists have
often understood each other impressively well, when
describing and analysing objects of immediate scrutiny,
the range and scope of the science have always been
uncertainr:j For instance, when the question of
deiimiting or defining the field arises, several
folklorists and other scholars alike encounter
difficulties and experience malaise. From Dorson's
point of view, "the study of folklore entails ;ore
than merely collecting or presenting selected

examples of human traditions. It also requires larger
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analysis and synthesis...®

Some scholars have approached the subject from
the humanistic point of view, .stressing that the
same tales are directed toward all human beings and so,
can scarcely be said to reflect the ethos of a
particular people, even when they have been strongly
localized.’ Some scholars, on the other hand, look at
folklore studies from the psychological-psycho-analy-
tical perspective which views the materials of Tolklore
neither functionally nor aesthetically but behaviowuri-
stically. The exponents of this theory see ‘myths,
dreams, jokes, fairy tales, etc. as expressing hidden
layers of unconscious wishes and fears. However, the
present writer has decided to approach the study from
a socio-cultural perspective, concentrating on a
careful analysis of the plays themselves. This is in
harmony with the definition of folklore as given by
Bofﬁin, Espinosa and Jameson showing a tendency to
account for the fact that the phenomena which folklore
must study are social facts, and that the point of
view developed by the various social sciences ghould
be taken into coneideration:8 Making reference to

The Dictionary of Folklore, Marcel Rioux also says:
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There is practically nothing that folklore
is not deemed to include . beliefs, mores, 9
customs, traditions, religion, art, techniques..

In the above quotation, one realizes that the study
of folklore gives further leads for the investigation
of the content of culture, ensuring that important
cultural details are not overlookeds it also provides
a non-ethnocentric approach to the ways of life of a
people;10 It should be observed that all genres of
folklore, as scholars and researchers delineate and
recognize them, have cultural and symbolic meanings,
and that all texts, framed into genres and ﬁerformed
in socially defined communicative situations, acquire

significances beyond the literal meanings of their

chnstituent words;l1

Therefore, one may support
Rioux's submission that folklore "could include
anything from anthropology, sociology, mythology,
musicology, to the study of oral literature."12
Conscious of the fact that anthropology studies
man as a biological, cultural and social animal, the
present writer's interest in anthropology has pyedis-

posed him to observe the social and cultural behaviour

of the society which creates the backcloth for his
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chosen artist's creative energies. If we also see
anthropology as "the scientific study of man-in-
society, a people, their culture, materiai and
non-material: that is, the ideas, values, beliefs,
gods and goddesses, institutions ,technologies and
sciences,' 13 we would understand why, occasionally,
the anthropologists stress the social and cultural
mechanisms that enable a society to perform its
fundtions.

It may also be reasserted that a major theoretical
interest of a social or cultural anthropologist has
always been the comparison of socio-cultural behaviours
among different sociepies and at specific periods.

In such comparisons or analyses, attempts are made

to account for similarities and differences in those
behaviours. The scope of the present study, however,
makes it impossible to prove at this time our
theoretical interest in cross-societal and cross-
cultural comparison, but we have nonethsless attempted
to find adequate information on the society whixh

nourished our chosen artist.

Meanwhile, the present writer examines the

materials of folklore using eeclectically relevant

hypotheses from the social sciences. We have looked
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for cultural norms and values and predictable

laws of behaviour that form a consistent pattern
in the semi=literate society in which the chosen
artist grew up and had his nourishment and
education. We see folklore as an aesthetic product
of a society, mirroring its values and offeriﬁg a

projective screen that illuminates its fantasies.

Considering all varieties within folk themea;
therefore, we should accept folklore as part of a
continuous human process to be studied in its social,
cultural and psychological dimensions, or as part of
a diffusionary and evolutionary process. As
Akiwowo has said, * all Nigerian anthropologists
and sociologists should, as a matter of urgency,
address themselves to the increasing problems of
2imdwashd in our society which,as some people think,
keep on jeopardizing the progress of the mation.

This could be partly achieved through recommendations

and suggestions from research findings of folklore

and other cultural studies.
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(iii) The Scope of the Study

Although the findings of this study may be
univers(lly applicable, the dissertation focuses its
attentionyon the Yorib& geographical environment.
According to the geographical delineation of the
Yoridb& country by Fadipe (1970:21),

YORUBALAND lies between the paral&els 5.86°
and 9.22° North, and between 2.65" and
5.72° Bast. Its southern boundary is the
Bight of Benin, and extends from the
eastern limit of (former) French Dahomey
on the west to the western berder of the
Kingdom of Benin on the east. To the east
it is bounded by the territory of the same
Kingdom, and by the Niger up to Etobe, at
about 7.3°N. From this point the boundary
is in a north-westerly direction, along a
straight line drawn rather arbitrarily to
meet 900 of latitude immediately due south
of Jebba. What may be called its northern
boundary continues along the same parallel
of 90° north latitude until it merges with
the political boundary between the Northern
Provinces and the Southern Provinces of
Nigeria, which ends i& the river Okpara on
_ the French frontier.

However, it may not be an easy task to delineate
accurately the Yorib& geographical boundary due to
the fact that the colonial boundaries have cut ébart

several people of the same stock, language and of the

same or identical euhnié origin. Nevertheless, we may
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posit that the Yorub& people are found in large
numbers in the present Lagos, Ogin, Ondd, Qy¥, and,to
some degree, Kwara States of Nigeria; Somé of these
people can also be found in the Republic of Benin,
parts of Toge, Ghana, Liberia and SierraLeone; The
Yorib& people are also found in large numbers ig the
Americas - Cuba, South Carolina, Brazil, etc. In all
these places, despite the problem of acculturation
and culture suppression, the Yorib& culture still
persists in several forms. Meanwhile, for clarity of
purpose and expression, and also for the attainment
of thorough research findings, the Yorub& people
within the Nigerian geographical environment would be
focused upon from Oglnmbl&'s period till the present
day.



(14 s S PRI A Sy Sy 5 8 b

-

15' S —— =

r -
S MAP OF YORUBALAND , NIGERIA.
=
z
- w
)
w
i o
‘ 3
o
>
a
| z _{ RIVERS
e ——= | $TATE BOUNDARY
ah W o e
LF OF 6 . ouUN
0'4!‘.4 : % THE YoRvBALAwD
! 0 100 200 300Km '/‘)“

R ==




16.

(iii) METHODOLOGY

In order to achieve the above stateé objective,
the life history of the late Elijah K¢l& Oginmblé
was carefully looked into. BSeveral books which shed
light on this seasoned actor/producer were alsp read
thoroughly: Moreover, articles in both interna-
tional and local journals were consulted. These
articles were very useful for the numerous pieces‘
of information gleaned from them on the late KHl&
dgtinmbla. ;

In addition, recorded tapes on the late
Oghnmpla's plays and the recorded oral interviews
Between him, his theatre group and Dapd Adélugba
of the then School of Drama (now Department of
Theatre Arts), University of Ibadan, were consulted,
plgyed, summarized in an English translation by
the present writer, the original being in Yoribh,
the mother tongue of Oghnmol&. Out of these
numerous plays of Oganm$lé, those relating to the
Yorub& folklore and folklife have been selected for

study under the socio-cultural themes.
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In addition, the present writer held oral
interviews with some living members of the late
Kola Oghnmplé's troupe, especially those who were
his close associates during his lifetime. Oral
communication was held with renowned and seasoned
performing artists and scholars within and outside
some Nigerian higher institutions of learning,
particularly the universities and the colleges of
education, Here thoss who had worked with OgGzmIs
directly or indirectly, and who had contributed to
his success in the performing arts in one wéy or the
other were consulted. Comments from these persons

have served as a valuable source of information in

this research work.

(iv) Life and Philosophy of Kbla Ogiinmblé

The life of the late Elijah Kpléd Oghnmbla was full
of inemorable events. According to Oznmdla himself, he
had been interested in drama and the theatre profession
right from youth, and the atrributes inherent in this

famous popular performing artist started to manifest

themselves from then;l5
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1
g._..

The recording technician (left) with D3py Acéligbd, leader of the
recording team (right) in the studio (1968) during a consultative
session.

Phot@i by courtesy of the Institute of African Studies, University
of IN@dan Photographic Division, 1968.
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Elijah K614 Ogtnmdlé’was born at Oké Imesi,
Ondo State of Nigeria, in 1923, He had his elementary
schooling at ljerd-—-Ekitil, and later became a school
teacher at Adb-RBkiti. He then moved to a mission
school at Qtin-Rkiti, under Archdeacon Henry
Dallimore ﬁho was his superintendent. It was from
these humble beginnings that he rose to the post of
a headmaster before he finally left the teaching

service for full-time business in the performing arts.

When he was in the teaching service, the late
OghnmbIa loved and was interested in drama and wusic
to the extent that he quickly introduced innovations
that rapidly brought drastic changes and developments
in the teaching profeésion at the period; He organised
parades to heighbouring towns and villages in order to
draw more pupils to Western education. He also requested
for Fome musical instruments from the local superinten-
dent of his mission school and started teaching his
pupils the art of drumming;

With these developments, he was able to draWw
children of school age to western education, thereby
promoting the interest of the Anglican Mission which
he was working for. After some years, Oglnm$ 14
started organising and staging some dramatic plays
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in his school with his pupils as members of his cast.
Later, he became famous in theatre producpion and drama
but used the church, school and court halls for his
plays;

In 1961, Ogtnmdlé left the teaching profession
and became a full-time professional actor and director.
As regards the theatre performances, the late
Oghnmpla proved beyond reasonable doubt that he was
éndowed with extra-ordinary talents. For example; the
innate ability and the imperative urge in h}m warranted
the move to organise some of his school puﬁils to form
his first amateur theatre group.

There is no doubt that, from the outset, the
late Oghnmbl& was an extraordinary man in several
aspects of human endeavour, particularly in the field
of the performing arts. He excelled many of his
contemporaries with regard to acting on the stage,
the management of his theatrical company and also in
lively social interaction with other people in the
society. Ogtnmdlh exploited fully his natural, talents
to rise to an enviable position before his demise.
Therefore, he could be regarded as one of the greatest -

heroes in the performing arts during his period and
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The Arts Theatre auditorium at the University
of Ibadan where the late Kb6l& Dglinmdlé was
appointed as an Artist-in-residence in 1962 and
at.which he and his company gave many performances
during his lifetime. Sitting at the extreme right
is the late Kbl&a Oghnmdlé while his senior wife,
T4y Oghnmdl4, sits at the extrems left. At the
middle are Ogﬁnm@lé's children.

Photo by courtesy of the Institute of African

Studies, University of Ibadan, Photographic
Division, 1968.



22.

he hés left a legacy which several theatre
practitioners now emulate. '.
As could be rightly assumed, he was.converted 2
to the christian religion, and his knowledge,
experience and activities as a christian contributed
consideraviy to his theatrical expertise. With this
background, Ogtnmbla could successfully produce his
first play titled "Reign of the Mighty" which was
an adaptation from the Biblical story of King .

Nebuchadnezzar of Babylon.l7

Oginmbla was a man of courage, ambition and
determination. He usually faced the problems of
life with courage and perseverance. This view was
remarked by Ulli Beier when he said that Oglinmblé

"was a philosopher who could accept the hardest fate
calm1y,*.*® 1n  .ispite of the fact that he knew not
what the future had in store for him, Oghnmdl& faced
his theatre business with much confidence and

optimism, though he was financ’ally handicapped.

Another attribute. of the late Kb6la Oglnadlh

worthy of note was the managerial skill he possessed.

It is far from an exaggeration to say that 6gﬁnmblé
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was one of the best managers/actors of his period.

He efficiently managed his business by giving necessary
incentives to members of his troupe. He was neither too
harsh nor too gentle. With patience and words of encoura-
gement, he won the confidence and co-operation of his
workers. This is in conformity with the Yorib& adage
which says, "Agbd tb ni sird, ohun gbogbo 16 ni}

meaning, "An elder who is endowed with patience

possesses everything."

Oginmbdl& was a man of proven integrity and transparent
honesty. This can be deducedbfrom the stateﬁént he
made that he always promised his workers what he thought
he could afford to pay them, and this he paid them

9

regularly.l This also contributed immensely to the

success of his theatre business.
As regards physical performances and acting on
the stage, the late Kfl& bgﬁnm@lé was a great actor.
He had a good command of Yordub&, his native language,
which he always made use of to arouse the enthusiasm
of his audience. He was humorous, and bold, physically

active and mentally alert. This is probably why Wole
goyinka who is a keen admirer of Oghnmél& remarked:
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Ogunmbla's presence on the stage is that
of a theatre-breathing, theatre-eating
fiend, and one feels that with a few
demons of possession like this man
ignited at the tail and let loos&e on the

world a transformation might indeed take ks

place in the public's aesthetic consciousness...
(Ogtnmpl&'s) verbal manipulations and facility
with vocalwmyances make him, quite simply,
as consummate an actor as one may hope to find
on any stage in the country.20

The Nobel Prize winner also pointed out in oneof

his comments that the late Ogunm§ld was an actor
whose mere presence on the stage was "nearly always

a complete dramatic statementﬂal

. dgtmmdls was indeed a real actor blessé& with
extra-ordinary power and the wisdom of innovation.
'Departing“from the pattern of Ogunde's plays, it
was said that 6gﬁnmbl£ cut out the music hall element -
the horse-play, the sexual appeal, the saxophone, etg.,
and tried to substitute all this with serious acting.
Accg?ding to Ulli Beier (1967: 247),

égﬁnmbl&"s forte is his acting-his mime in
particular...As an actor, and even as a director,
he can reach great heights.22

In another account, Ulli Beier also wrote that what

made Ogﬁnm¢l&'s performance an experience of a different

kind was the quality of . his acting. According to

Beier,

There was sensitivity here, an attentidn
to detail that was totally captivating.
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‘Discussion between Dapd Adélugba (right) and
the late Kola Ogtnmola (left) during one of
the recording sessions.

Photo by courtesy of the Institute of African
Studies, University of Ibadan Photographic
Division, 1968. -



26.

‘Even with virtually no knowledge of

Yoruba one could follow any t;ny shade
of meaning and mood. The acting was
selectively realistic....

Therefore, it can be contended that the late KHl&
Oghnmdls excelled many of his contemporaries in the
field of the pertrorming arts, with particular

reference to acting on stage;

dgtinmbla's plays centre basically on Yorubh
philosophy and socio-cultural life patterns; and
one of the major themes was the teaching of morals
and ethics within the Yordb& society. In doing this,
he attempted to encourage peaceful co-existence
among people. Like some of his contemporary perfor-
ming artists, he always emphasized the importance
of morals and social ethics in his plays in order to
teach or instil a sense of good comportment (Jeyifo
198424

For the fact that Ogfinmbdla was born and bred
within the Yordb& cultural environment, he was able
to utilise effectively this knowledge and experience
of the Yorub& culture he possessed for the success of

his theatre profession. Thus, he was able to arouse
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kK614 Ognmdld in action in one of his
productions.
Photo by courtesy of the Institute of

African Studi:s, University of Ibadan,
Photographic Division, 1958.
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the interest of his audience and make them ponder
on the adulterated Yorub& socio-cultural.life with
the aim of correcting the unpleasant aspects.
Speaking further on the nature of Oghnmbla's
plays, Ulli Beier noted:
dglnmdla's plays, however, were preceded
by a number called the "Opening Glee",
in which the audience is told in advance

about the story they are about to see, 25
and in which a suitable moral is drawn.

With all these things in mind, Oghnmblh was
probably of the view that moral teaching could be
one of the means by which the Yoruba society could
overcome some of the vices that have plagued the
contemporary Yoridb& gociety or the Nigerian nation
in general. Oglnmdl& seems to point out that life
has two sides - the sweet (pleasant) aspect and the
bitter (unpleasant). This is probably why he chose
to introduce tragedy and comedy into his plays.
Although™™ people would always prefer pleasant
and favourable events, Oglinmbl& was probably .

re-emphasizing the Yoruba philosophy which states
that there must be ups and downs in the life of

humankind before it could be meaningful and
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successful.

Meanwhile, it may be unfair to discuss the life
and philosophy of the late K$ld Oglinmpl& without

pausing t6 look at the relationship that existed between

him and members of his theatre group. Therefo?e,
a brief discussion of this will now be attempted.
From the recorded interviews between Dapy Adélugba
and Oglinmdl&'s theatre group, and from oral ‘
communications and interviewss with some living
members of the group, the present writer could
deduce that, unlike Ogfinmbl&, interest was not the
major concern that drew the majority of his workers
into theatre practicé. It was discovered that many
of them were under-employed or really unemployed
before they decided to take up the theatre job as
a last resort. On the other hand, it was also
disco?ered that many of them were not well educated
enough to secure white-collar jobs. Some completed
the elementary school with poor results while some
dropped out even "2fore they got to the final class.
Others learnt some trades or vocations but were not

financially viable enough to set up or establish



30.

walée Ogtnyemi, a member of the recording team,
himself a dramatist and an actor/director.

Photo by courtesy of the Institute of African
Studies, University of Ibadan Photographic
Division, 1968.
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businesses on their own. Most of them could
not secure what they considered more congenial
jobs; This was one of the teething problems faced
by Ogdnm§l4 as a sole director of his theatre
business; but, with some degree of competence and
diplomacy, he managed to solve this seemingly

insurmountable problem, and he achieved success.26

Another problem which could have shattered
Oglnmblats ambition was his poor financial standing.
Lack of adequate finance adversely affected
Ogdnmdla's success directly or otherwise
during the early period. Some members of his
theatre group who might have developed interest in
the theatre and performing arts and who could have
remained permanently with him were discouraged by
the poor remuneration and the low wages they were
being paid; With a sense of good comportment,
kind-heartedness and a calm sense of responsibi-
lity,OSﬁnmé}é overcame this problem. He always
appreciated the efforts and performances of his
menj he compensated them and offered them words of

encouragement.27 He would not promise what he
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would not be able to offer them, and he made
_available all what he promised them at the appointed
time. This claim was substantiated by Beier when he

remarked? '"égﬁnmbla inspired great loyalty in
his company and kept his troupe together extremely
well."28

In turn, members of Oghnmblé's theatre group
acknowledged their leader's kind-heartedness,
honesty, generosity and sense of responsibility,
as proved by the type of training which thei received
from him; and they confidently boasted that they
could compete favourably with any other Nigerian
or African dramatic gfoup of the period. Some even
claimed that, with the experience and training they
had got, they could successfully set up and manage
effectively their own theatre companies, if they

29

were financially opportuned in future.

Oglinmdl4, being an ambitious man, hoped to
expand his theatre company at a later date by «
building a large hall which would accomodate a :
large theatre, and also a hotel. He also thought

of filming all his plays when time permitted. But
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Members of Kdla égﬁnméla's theatre group
in the Travelling Theatre's lorry. o
Standing beside the lorry is one of the
performers holding ¢ drum.

Photo by courtesy of the Institute of
African Studies, University of Ibadan
Photographic Division, 1968.
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quite unfortunately, the cruel hands of death
snatched him away at his prime of life an@ he was

unable to accomplish these laudable objectives.

Had it been that Oghnmdla still lives today,
he would have been one of the greatest heroes among
the contemporarw Nigerian performing artists. .
Nonetheless, it is no exaggeration to say that the
late Kpl& Oghnmdlé had contributed in no small measure
to the upliftment of the modern Yorub4 Travelling
Theatre tradition, and that, after his deatg, the
Yordb& theatre has been developing rapidly.

Finally, the name Kbl& Ogfinmblé will for ever
remain indelible in the history of the Travelling
Theatre in Africa. This is for the simple fact that
he was one of the pioneering founders of the Trave-
lling Theatre tradition in Nigeria. 1In addition,‘
636hm6l&'s theatre group was one of the top-rated few
during its heyday; To support this assertion,

Etherton (1982) has this to say:
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It was the opinion of many who saw
Kb6l&a Oghnmbl& perform his plays that
he was the most silliant actor of the

1950s and 1960s.

Commenting on this great performing artist, Jeyifo

also remarked:
Some famous and acclaimed actors and
actresses do not of course get stuck
with such a stage label derived from
some particular production. Rather
they attract the adulation of the
audience in their own idiosyncratic
expressions from role toc role. The
outstanding example of this is the
late K$l& Oglnmdlé, who is justi-
fiably and universally acclaimed to-
have been the greatest actor the Y

Travo%}ing Theatre has provided to
date.

Meanwhile, looking carefully at 6gﬁnmblé's plays
and viewing them from a socio-cultural perspective,
one would notice that Oglnmdl& had deliberated ° on
many issues of our contemporary period. It also
seéms, from these plays, that Oghnmbl& was then
prying into the future of the Yorub& society and
suggesting some solutions to the unavoidable future
problems which need critical studies and caregil
appraisal; If this could be properly done, there
is no doubt that his experience, knowledge and
philosophy could be berrowed and made use of, with
the basic aim of having a coh8rent, peaceful,
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developing and progressive nation.

(v) A Typological Survey of the TLate Kbla
Ogfinmblé's Plays
It is worthy of note that Oglnmbl& and his

theatre group had produced and staged more than-
fifty plays on various themes dealing with social,
economic, religious and other natural phenomena _
within the Yordbh society. A%< the initial stage of
his theatre career; he made use of his knowledge and
experience as a christian to produce some piays
relating to the Biblical 'tales' of the 0ld and the
New Testaments. But,.according to Beier, most of
the performances in tﬁe Biblical plays "are everyday

events from an entirely Yorub& setting,,"32

Although this dissertation aims at studying
Ognmpla's folkloric plays, it is pertinent to
classify in a nutshell all his plays before focusing
attention on the major topic. This is necessary in
order not to mingle his unique and peculiar styde of
production with those of his contemporaries in the
performing arts. While Darbd L&dipd's plays centre
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mostly on legendary, mythical, or historical
accounts and figures, most of bgﬂhdé's plays focus
attention on political events and the social
conscience of the nation. On the other hand, most
of Oghnmbla's plays deal with mundane events. This
point was also remarked by Jeyifo (1984) when ﬁe

wrote}

Oghnmdla's plays deal mostly with the mundane,
realities of everyday existence, sufficiently
generalised in terms of the constitutive
situations of the plots such that any given
member of gge audience can easily idenfify
with them.

In other words, Oglinmdl& looked at what was operating
within his immediate environment at the period,
studied the situatioﬁ critically and made a humorous
production of this on thé stage for his audience's
reactions. This is because he was of the contention
that man's problems originate from man and not from
any . non-physical realm or from the gods or spirits.
Therefore, he believed that only man could solve
these problems by himself through radical and mevolu-
tionary changes;

Meanwhile, to classify Oglnmbla's plays into

types or categories may not be an easy task.
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This is because several themes overlap or run
concurrently in some of the plays and a line of

demarcation may be difficult to draw between them.

Hence, it may be impomsible to have a clear-cut

classification of the plays now until further
research has been done. Nonetheless, we have tried
as much as possible to make a rough typological

classification.

Kpla Oghnmdlé's plays could be classified into
five main categories/types. These are. the
"Biblical plays", "Plays from Written Novels", "Plays
on Cultural Beliefs", "Ethical Plays" and the "Folk-
loric Plays".

(a) Biblical Plays

, The Biblical plays of Oglinmbl4 are those produced
by adapting some famous/popular Biblical stories and
incorporating them into the Yorub& socio-cultural
setting. These plays include "Qjb 1bi Kristi
(Birth of Christ"), "Hannah's Trial! "Joseph and his
Brethren" and "Reign of the Mighty">*
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(b) Plays from Written Novels
Apart from his Biblical plays, Oginmfl& also

produced some plays from stories he adapted from written
movels. The most popular among these plays are, The
Palmwine Drinkard>’ (written in English),"id1it
0l6ddmard” which was adapted from D.O. Fagfnwd's Ad11th

ngggmggg,Bs and "1pin Aiggﬂ adapted with slight
variations from Al@wi{é, Ap& Keta37 which was written
by J.F. Qdunjo (1949). Though there were elements of
folktales in these plays, the original works had

appeared in published form as books before Ogfinmbplé
adapted them for his own plays.

(c) Plays on Yoruba Cultural Beliefs
Another type which occurs among Ogfinmbla's

works are those plays based on Yoruba cultural belief

systems. These include "K&ddré& 3 Pap¢" (Individual
destinies differ), "RByin Qla" (The Future), "Baba ni

baba fi jé" (An elder is always an elder), "Eni Qlbérun
lan (He who is made wealthy by God), "Bika Kfure,

k6 nii sin-unre" (If a wicked person dies well, ke would
not rest peacefully), "Qlbrun 16 mdla" (Only God

knows the future), and ;Oiiaa jé A pé méj?



40.

obinrin k& dént" (No woman is ever happy to get
a co-wife). i

Iike several other religious believers world-
wide, the Yoruba people believe in predestination,
and they always attribute any posikive or negative
occurence in life to destiny. However, this may
be a controversial issue which is not a subject
of our discussion in this dissertation. Also,
they are always mindrui of the future when, they
believe, the order of things may change radically
either in one's favour or otherwise. Moreover,
they also believe that elders or the aged people
must be honoured and fespected because of their
wisdom and as a result of their experiences in life.
This is in conformity with the Biblical injunction
whigh states that, elders, particularly our parents,

must be respected and given due honour and regard.38

Majority of the Yorub&4 people hold the belief
that no one knows what one would become in future
and that it is only 0l6dumard (the Supreme Being)
who knows the future and could predict what would
happen to any creature. The people also generally
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believe that only Olbdumard could redeem man from
world disasters. Furthermore, they are o; the view
that goodness is godliness and that a disastrous end
awaits every wiecked soul. Hence, they often say
that, even if a wicked man dies well, he would net
rest peacefully;

Lastly, it is worthy of mote that the Yoraba

people are customarily pelygymous, probably due to°
some social and ecememic reasens; yet, they believe
that monogamy is ideal. This contentien can be
substantiated by an If& poem which reads,

Pkan pofo pérd lobiarin ddn mo 1w oko.

Bl wdn _ ba di méji

Won a ddjdwh. |

Bl wdn b& di méta,

Won a déta Ath1S,

Bi wbn ba di mérin, %

Won a di iwd lo rin mi ni mo rin o....

A single wif: 'woman is the ideal thing for
a husband.

When they become two,

Tney start to envy each other.
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When they become three,
They make the house to be desolate

If they become four,

They atart to suspect each other of
ridicule...>”

From the above If& poem, one may deduce that
traditional Yorub& people know the implications of
polygyny but their socio-ecenomic situation tends

to support the idea of having more than one wife.

(d) Ethical Plays

The plays categorised under this heading are
those that relate to the Yoruba ethics and moral
values. These include "Ofo Agbi" (Empty Barrel),
"B&fin Niwd" (Character is like smoke), "Ageja"

(Overstepping one's bounds/overdoing), "0l686t6 116"
(Th; honest one in the society), "Infi bori jé"
(Character spoilt gﬁgZétg%iny/luck), "0ja Okunkian"
(Black market/deal), "Hell on Earth) "Ifé Oowbd",
(Love of Money), "Eri-okan" (Conscience),

"Altété mbdlé" (Slowness in catching a thief),

"lj&fara léwu" (Procrastination is risky), "Qldgbdn
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ewe"_(!hé cunning one), "Eni a biire" (One who is born
nobly), "0Ojt se mérin" (When Four Eyes Meet) and "Ohun
0jt wh lojh A ri" (Self-imposed disaster).’

The above categorised ethical plays seem to mirror
some of the social vices in Oglnmdl&'s time and also
in the contemporary Nigerian gociety. Looking around
in the society right from 6gﬁnmbla's time, one discovers
that there is an unprecgdentod wave of criminal acts
and viglence everywhere; Tragically, the stable family
unit is being rapidly broken down through divorce,
separation and desertion. Vicious criminal Behaviour-

occurs almost everywnere, especially among the Youths.
The family structure is most greatQ; fragmented and it

seems that good ethics or moral behaviour has eluded
our society for qu'\te...some,.ﬁmeg--- Therefore, it
might have been the opinion of Oglnmbla that,

before things could be reshaped, a moral and
stable family life is very necessary. He probably

believed that, if the family fails in its effort
to discipline a Youngster, thereby instilling in him/

her a sense of self-discipline, then it later becomes

the almost hopeless job of the courts to accomplish
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this aim. With these plays, Oglnmblé kept
emphasizing that the youths must be taught to
know their responsibilities by parents and other
adults in the society. They should be taught to
recognize, resist and overcome emotional feelings
of instability, destructiveness, defiance of
authority or lyimg in their character. According
to Donald D. Schroeder, "If a society doesn't
train its yYouths in such attitudes in the early
Years of life, it is certain to have a horrendous
40

crime problem.

(e) Folkloric Plays

One of the means bY which the traditienmal
Yordb& pecple imparted knowledge and moral ethics
to their youths and to the adults as well was
through folklore. Various stories about mundane
or mythical figures were told, legends of past
heroes were narrated; proverbs, riddles and other
types of traditiomal poetic genres were chanted.
Unfortunately, however, this method by which disei-
pline was being incitlcated into the society is
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gradually peing set aside. Therefore, due to lack
of good comportment withim the Yorib& community,
peace and harmonious livinghave been difficult to
achieve. Consequently, the contemporary Yorub&
society (to be precise) seems to be at the cross-

roads.

The foreign culture and ways of life have
persistently been gaining ground and the indigenous
Yorib& man has rejected, totally or partially, his
traditional. cultural heritage. The Yorub& people,
particularly the youthg, now stick to their tele-
vision and radio sets where they listen to and
watch adulterated cultural programmes and films.
These, in some cases, have contributed to cases
of criminal behaviour and carefree attitudes among
the youths of the contemporary Yoruba society;
Consequently, it seems that the embracing of the -
foreign cultures has adversely affected the moral
and spiritual growth of the youths in our society.
It is with all this at the back of his mind tﬁ;t
the late Kpla Oginmpl4d probably believes that this
problem can be minimized if the folklore technique
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is adopted through dramatic performances and play-
wrighting; This is perhaps why he chose .to tackle
some of the seemingly insurmountable problems by

means of folkloric playa;

In our overview above, we have classified
Oglnmdla's plays under five headings. The main focus
of this dissertation, however, is on the folkloric
plays. It should be noted that the present writer
does not claim perfection in this classification;
What has been done, therefore, is to bring like to
like and make an analytical discussion to back up
one's claim. Invariably, there may not be a clear-
cut demarcation betweéen each of the classes and
other analysts and critics may view each play from
different perspectives; Nonetheless, the present
writer has decided to adopt this classification in

order to avoid amLLguity;

(iv) g?ematic Analysis of Kbla Dgfnmdlé's Folkloric
flays -

Ten of Kblé Ogﬁnnbl&'s plays have been
classified under the folkloric type. These areE
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"Siard Lagbad" (Patience is the oldest or best),
"OgbPn ju agbara" (Wisdom surpasses power};

"0jt la ri" (Appearances are deceptive),

"Ajé ki 1 gbé" (Well-earned money is never lost),

"Agoore-mé-sika"” (He who always does good and never
performs cruel acts),

"Ert yatd s'Pmp" (Betwixt slave and son there's a
. difference),

- kan 5 3 R
"BQ1%run & pani, ¢oba /kd lé pani" (Kings wield power
God's is the Supreme Power), :

"Dldrun 16 mejP9 da" (God is the equitable judge),

"BE) ¥ddra" (The devilish Bgd),

and The Palmwine Drinkarad’l

The introduction of Yordab2a folklore by mest of
the Yorddb& pepular playwrights and performimg artists
can be easily explaimed. According to Oyekam
Owemoyela (1971), it was a mationalistic gesture amd
a reaction to fofeign oppression and a bid te return
to the mative eulture. Owomoyela then quoted James

Coleman who remarked,

The special grievamces of the westerniaedf
elements (in Wigeria) were crucial factors
in the awakezning of racial and political
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conscieusmess. MNMuch of their resentment,
of course, was the imevitable outceme of
the dig&sganisation following rapid social
change.

In the light of all this, the emergent Yordb&

popular performing artists started to react agaimnst
domination and gradually declining to emulate
EuropeanAtheatrical methods by adapting these to the
African socio-cultural life and replacimg the foreién
material with the traditional emes. Moreover, the
Ig?ib& ﬁopplar theatre depended on folklore és a
matter of expediency.

As remarked by Owbmby3ld,

«ss folklore is a vast treasury of theatre
material. The tales furnish a wealth of
plots, the proverbs and such eulogistic
poems as oriki, 1jhla and ew! provided rich
examples of ornamental dialogue, and if we
include folkways in folklore, the physical
actions connected with certain festivals
give to dramatic agtions ideas that are
effective on stage.4>

Meanwhile, it 1s important in this stuwdy to make a
thematic amalysis of Ogdnmélé's folkloric plays before
we look closely into their comtents later. Here, for

the sake of brevity, we will concentrate on the major
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themes in these folkloric plays, although referen-

ces will be made to some of the minor themes when

and where necessary.

The major themes in (Oglnmpléa's folkloric
plays may pe put under th; sub-heafings of ‘Social
Vices' ‘Significance of Patience; ‘'Endurance ‘and
Perseverance,’ 'Patriotism and Dedication
'Fruits of Dishonesty and/or Kind-heartedness, :
‘The Mightiness of God) and '‘Appearance Depicts

Inpertanca!n

A. BSOCIAL VICES

Oghnm$14 emphasized the effects of some
social vices during his days, and probably what
should be expected in the future Nigerian mocisty.
Some of the aspects he touched upon are drunken-
néss, illicit love with women and the excemsive
uge of power. In "Qgbdn iﬁ‘agbérq; he pointed
out how drunkenness, illicit love with women Qnd
an uncontrolled tongue made the war leader and the

entire citizenry of Qyiya town lose their soverei-
gnty when the princess of Onikén-fin town disguised
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as an honest visitor to the war leader of Oylya
town% The war leader of Oyiyad town was enticed to
alcoholic drink which he took excessively and he
became drunk., Probably, he would have liked to
have sexual intercourse with the princess if she

had stayed longer. Finally, he could not but reveal
all secret information about his power to the

princess from Onikéntin town.

B. PATIENCE, ENDURANCE AND PERSEVERANCE

Among the Yorub& people, patience, perseve-
rance and endurance are believed to be very impor-
tant assets for anyone who intends to achieve
success in life. Hence, a Yorub& proverb,

Agbd t6 ni sifird, ohun gbogbo 16 ni (An elder who

posSeS8es patience has everything). The Yoriuba
people uphold the view that, without patience, no
undertaking in 1lii: could be successful. Oglnmblé
revealed this in'"gatim IAzbaﬁwhen he showed us
Kéyindé as Suird (Patience), T&yéwd as Owdb (money)
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and 1ddwh as Qmo (children). Here, he personi-
fied Sord, Owd and Qud as Kéyindé, Téyéwd and
Tddwi respectively: In spite of all odds, Sitrd

(K6yindé) became victorious when Owbd (Tayéwd) and
Omo (1ddw) returned to her and put all their
wealth and properties in Quﬁm's care.

C. PATRIOTISM AND DEDICATION

Oglnmbls emphasized that what could make

a nation prosper and develop is patriotism and the
total dedication of one's life to one's fatherland.
In"Qgbon Ju Agbara," 'the princess of Oniké&n-fin
dedicated her life to the redemption of her town,
and, Bécause of her patriotism, she could achieve
her aim. Thus, she redeemed her people from ‘
perpetual bondage. As we have stated above, this
play is an adaptation from the legendary story of
Mbremi, an If@ queen.
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D. FRUITS ©F KIND-HEARTEDNESS AND HONESTY

dgtnmpla re-echoed the Yordbh belief that good

deeds are rewarding; It was a general consensus that
individual persons would reap what they sow. Hence,

they always say, 1kd & konikd, rere & béni rere

(Evil would befall an evil-doer, while a kind-hearted
man would reap his/her good deeds). Ogfnmblé also
re-echoed this in "Asoore-m&sika". In this play,
Ogtnmblé reminded us that problems would always arise
as one continually performs good deeds, but that the
fruit of such behaviour would definitely be.reaped

at a later date.

E. APPEARANGE DEPICTs IMPORTANCE

The above theme seems to be a controversial one
in ihe sense of a Yordb& proverb that says ABo hl&
kp ldéyan Hl& (A big and expensive garment does not

depict bigness or responsibility): On the other hand,
another Yordb& adage says,irimisi ni seni 1639 -
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(Appearance/pehaviour depicts how one would be
treated). These two proverbs seem to contradict
each other but it has been discovered that the
former proverb is mot a complete one. According
to my source, the proverb is negated by the
suffixional phrase, ... & fi f d& infi al&kiisd .

ddn ni (... it is to console the man in tattered

clothes). Therefore, Oghnmblé, like any other
Yorub& man, was probably of the view that one’s
character/appearance or actions would reveal the
type of person one is, and how responsible one
would be. This is why AZ§1&bi, a slave to Dawodd
in "Brh yatd s'Pmd" (Betwixt slave and son, there
is a difference), behaved poorly and revealed his
identity as a slave, despite all the golden opportu-
nities he had. The late Oghomd14 adapted this play
from the Yorib& folktale, "Id& ni ybb pe ara r¥ 18rti"
(It is 1d& who would identify himself as a slave).

F. THE MIGHTINESS OF GOD

Under this theme, Oglnmblé re-emphasized the

mightiness of God, and of His power prevailing over
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that of Bga Dddra. In "Bgd Qdara" (The bevilish
Bg2), Oghnmpls pointedmwk out that, though Egd 0ddrd
is powerful, his (Bgd Ddara's) power was quite small
compared to that of 0l6ddmard, the Supreme Being.

The Yordb& people believe that God is the only
impartial Judge. OgfinmBla re-echoed this Sl taral
belief in "QlPrun 16 mejPP d&" (God is the Equitable
Judge). He also pointed out the mightiness and
omnipotence of God in "B'{ldrun-o-pani-pba-kan-d-
l¢-panil In these folkloric plays, Oghnmblé

showed hov the power of God always prevails over
that of Egd Qdara.

Apart from the géneral classification of the
late Kpl& 6gﬁnn§l&'a plays that has already been done,
six major themes in the plays that depict the socio-
cul*nral beliefs and practices of the Yorib& people
have been identified above. Each of the themes has
been assessed while the philosophical thoughts heghind
them have been briefly discussed: No doubt, this
may serve as informed education for grooming the

Youths and may alsc help to bring out reflections



55.
on the socio-cultural beliefs and practices of the
Yorub& people.

(vii) Significance of Folklore in Yoribh
ocio-Culltural Life

It is an indisputable tact that rolklore played an
important role in the traditional Yordbé society; but
before narrating the significance or role of folklore,
it is pertinent to give a succinct derinition ot what it
conunotes.

It should be noted that trolklorists are. just
begiuniug to look at Africa, and a great quantity of
folklore materiial has been gathered from African
countries in the 19th_Ceptury and published by
missionaries, travellers, administrators, linguists,
and anthropologists, although this has been incidental
to their own pursuits. Dorson (1972), while making
reference to a Committee of the African Studies
Association's report on the state of research in
African Arts, submius that, despite the fact that
Africa is the continent supreme for traditional *
cultures that Durtuge folklore, "no field worker has
devoted himself exclusively or even largely to the
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recording and analysis of folklore materials" until
recent times;44

It is unfortunate that scholars have not agreed
on a single definition of folklore up till today.
There have been arguments and counter-submissions
on this issue and many folklorists have defined
folklore from various perspectives. For instaﬁce,
The Dictionary of Folklore recordstwenty-one defini-
tions as given by various scholars;45 According to
ten authors out of the twenty-one, "there is practi-
cally nothing that folklore is not deemed to include:
beliefs, mores; customs, traditions, religion, art,
techniques...." while three of them SUTeSSthe social
aspect of folklore. What some of these scholars
called folklore, others call sociology or social
anthropology. o

Folklore is a diversified subject which may not
be *defined with a single sentence or given a single
definition. Folklore genres "have been woven out
of the substance of human experkence - struggles with

the land and the elements, movements and migrations,

wars between kingdoms, conflicts over pastures and
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waterholes, and wrestlings with the mysteries of
existence, life and deathﬂ»47 These are products

of long reflections about the relations aﬁong humans,
between man and woman, between hhmankind and the
animal world.

According to Dorson (1972), %he term "folklore"
was coined in England in 1846, when members of the
educated gentry discovered with astonishmeht that
en alien culture of the "lower orders" surrounded fﬁem
and was expressed in collections of local tales,
customs, and beliefa?as However, since thé beginning
of the 19th century and for most of the 20th gentury,
"folklore has referred to those products of the human
spirit created outside the written record and kept
alive by oral transmission949 Genres of folklore are
taken to be folksong and folktale, passed on to parti-
cipgtory audiences by an active tradition bearer,
folkdance practised in a group with ancient choreco-
graphy and untutored leaders, folk plays and ancient

rituals, folk medicine, weather lore, etc.

-

With reference to the theories and speculations

broughtabout by scholars like Morgan, Tylor and Frazer
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on the nature of history amd literature,

'Folklore' became popular as a tenp

to describe the supposed customs,

beliefs, and the culture of both

'early' man and his presumed equiva-

lents today: contemporary 'primitive.!

peoples and the modern peasants, i.e.

the 'folk' among whom could still,

supposedly, be found traces of the

earlier stages of unilineal human

evolution, (Finnegan, 1970, - 0
In this case, folklore could be seen as the
totality of the beliefs, customs, culture and the
ways of life of a people, particularly the peasants.
This is evidenced in the use of folktales, legends,
myths, proverbs, pithy sayings, poetic renditionms,
ete. In sum, folklore is the way of life of a
people in all its totality from the traditional past.
Unfortunately for the Yorub& folklore, it was not
committed to writing before the advent of the
colonial Masters when the Yorub& language was reduced
to writing. It was being transmitted®®211Y from one

generation to the other;sl
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Among the Yorub& people of Nigeria, folklore
plays ¢a important role in shaping the life of the
youths and adults alike. This medium is used daily
to instil morals and teach the yYouths about the
social and cultural institutions of the people. Up
till today, there is no man or woman within the -
Yorub& cultural ‘environment who could deny the fact
that he had used, or heard others use folklore genres.
Stressing the importance of folklore in the Yorilb&
socio~cultural environment, Owomoyela has this to

say:

Folklore is so significant and important a
part of Yordb& culture that it must be the
quarry of all who wish to know about the
Yorub& past, the Yorub& mind, and the Yorubh
world. It is in a real sense that equivalent
of the literature of the literate societies,
performing for the Yorub& all the functions
that literature of sorts, religious, ethical,
medical, historicaly and Srtistic, perform
for literates (1970: 69)5

From the above quotation, it is clear that the
socio-cultural life of the Yorib& people is
enshrined in their folklore. Therefore, to under-
stand the past and/or the minds of this people, one
has to exploit the knowledge within their folklore.

This is probably why the 'young'generation of the
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Yordb& popular theatre practitioners and dramatists
use, among other aourcoa; the Yorub& folk}ore to
condemn the social vices that have eaten deep into
the fabric of the contemporary society.

Expressing his own view, E.K. Martins (1936:14) wrote
as follows: :

As a means of general entertainment,
our folklore is never lacking. Folk
stories may be...dramatized and the
songs accompanying them practised
and sung in the verhacular.>3

It should be recalled that, in the traditional
societies, folk stories and tales were usually told
to entertain people, particularly the youths, in
the moonlit: evenings.and after the day's work had

been completed; These people were educated through

this medium and their lives were moulded by the

moral tales and instructions.

Owomoyela further remarked that folklore is
the single most important element of Yorub& culture
showing their cultural heritage and giving meaning
to the phenomenon they experience (1970:104).54

Therefore, it should be borne in mind that folklore
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provides material for plays of a topical

nature, and that folkloric plays engender. enthu-
siasm and awaken interesb, on the condition that
they express presenteday aspirations. This is
probably why Bakary Traoré (1972) is of the

opinion that,

A complete return to the past can lead
only to works which, for all their
brilliance, would only strike a false

gnd long forgotten note. The present

day has - scant sympathy for forgotten
themes. We must seek to go beyond
history and myth, to re-adjust our_medels
to fit the needs of our own times.

This accounts for the reason why the language of
these plays is always in the vernacular, and why they
draw heavily upon adages, myths, legends, proverbs,
the vivid metaphors, and the repetitions and paralle-
lisms of oral literature, and the attraction of the

preductions lies partly in the songs and dances

accompanying them.

In her own submission, Gladys Reichard states
that stories; folktales, proverbs, songs and ofher

folklore genres are used to relieve tedium: She then



62.

remarks that.:

Even among the Africans where the
moralizing element is ever present in

fables, the stories are told and are

enjoyed by them as much-as children

...the mythology is not primarily for

the children, but rather an aesthetic

adult outlet and may be told to pgg

adults as well as children to sleep.
In the above quotation, Reichard reminds us that
folklore is occasionally used as a means of relaxa—‘
tion and to relieve one from some of the worries of
life. She is also of the comviction that some
folklore genres are useful in instilling morals in

children and adults alike.

Another important submission by Owomoyela
concerning the significance of folkloric plays is that
they usually reveal man's frustrations and attempts
to escape in fantasy from repressions imposed upon
him "by society, whether sexual or otherwise, and also

gpan's attempt in fantasy to escape from the conditions

of his geographical environment;57

According to Bascon)"the recording of folklore,

in itself, is a useful field technique for the
anthropologist" and it may effer ¢luesto past evemts
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and to archaic customs which are no longer in
actual practice; Folklore may provide a means of
getting esoteric features of culture which cannot
be approached in any other way, and also reveal the
affective elements of culture, such as atitudes,
values and cultural goale; He submits that "the
folklore of a people can be fully understood only

through a thorough knowledge of their cultura}58 :

However, Bascom has given us four functions
of folklore in hig}gb point out the significance
of the folklore genres; Firstly, he posits that
folklore is one of the important means of amusing
people. One would opaerve that amusement relieves
tension and makes one wear a fresh look and forget,
temporarily, some problems of life which may be
cropping up at a particular point in time. He
further states that folklore validates culture and
justifies its rituals and institutions to those who
perform and observe them. Making reference to
Malinowski, Bascom says that myth is not explaiatory,

but it serves as "a warrant, a charter, and often
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even a practical guide" to magic ceremony, ritual
59

and social structure.

The third function of folklore given by
Bascom is that which it plays in education, parti-
cularly, but not exclusively, in non-literate
societies. He states that various tales and étories
‘are occasionally used in the discipline of young
children while lullabies are sung to put very young
children in good humour. Moreover, fables and
folktales incorporating didactic morals are sometimes
introduced to inculcate general atitudes and
principles of good comportment, such as diligence
and filial piety, and to ridicule laziness, rebe-
lliousness and snobbishness, etc. Bascom also
stresses the people's belief that information got

from folklore is authentic, when he states:

In many non-literate societies, the
information embodied in folklore is
highly regarded in its own right. To
the extent to which it is regarded as
historically true, its teaching is
regarded as important; and to the
extent to which it mirrors culture,
it "contains pracgbcal rules for the
guidance of man".

*
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Emphasizing the role of folklore in education,
Opler (1938) also reveals that, "the mytyologic
system of a people is often their educational
system, and the children who sit listening to an
evening's tale are imbibing traditional knowledge
and é?itudes no less than the row of sixth-graders
in our modern clasarooms."al‘ Among the Yorubé
people, for instance, children are taught and :
educated in every aspect of daily life through the
use of folklore and, when they are grown up, they
are capable of knowing fully what operateé within
their social and geographical environment. African
folktales are considered as important for the
education of childreﬁ for the fact that many of
them, including the animal fables, are moral tales.
Thus, folklore appears to be one of the principal

features in the general education of the child in

most societies.

Finally, Bascom62 submits that an important
function of folklore which is often overlooked?®is
that of maintaining conformity to the accepted

patterns of behaviour. He states further that,
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apart from simply serving to validate or Jjustify
institutions, beliefs and atitudes, some‘?olklore
genres are important as means of applying social
pressure and exercising social control. These may
be employed against individuals who attempt ¥o
deviate from social conventions with which they
are fully familiar. When this happens, a song of
allusion, a proverb, a riddle or a folktale may be

used to express disapproval or chide aberrant conduct,

In view of the above, we may rightly submit
that folklore usage among the Yorib& regulates the
behaviour, among other things, of thg society.
Generally, it méy also be contended that folklore
is an important mechanism for maintaining the
stability of culture. It is used to inculcate the
customs and ethical standards in the young, and to
reward adults with praises. when they conform,
to punish anyone with ridicule or criticism when he
or she deviates from social norms. It is also used
to provide rationalizations when the instituti&ia
and conventions are challenged or questioned, and
to suggest that one be content with things as they

are or provide one with a compensatory escape from



67.

the "hardships, the inequalities, injustices" of
everyday life. This is evident. in the fact that a

fair sample of the moral ethics which synthesized
the 2jobi and 3jggbé phenomena abound in folklore.
Hence, the contemporary Yorub& performing artists,
sociologists, psychologists, anthropologists, ‘among
others, probably adopt the use of folklore to
inculcate discipline and cultural ethics in the

minds of the contemporary people. Lastly, one
could submit that the use of folklore among the

contemporary Yorub& dramatists has contributed
greatly to the moral and socio-cultural education
of our youths and adults and,viewed within this
broader perspective, K¢l4 Ogénmélé's plays may be

re-appraised for their lasting value.
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CHAPIER TWO

LITERATURE REVIEW

(i) Concepts of Folklore and Culture

As we are already aware, the term "folklorg“
.became a popular word used by sqholars in the
middle of the nineteenth century. Dorsonl
gtates that "two main conditions for the study of
folklore are just being realized in Africa)
According to him, the two conditions are “the
appearance of an intellectual class with a culture
partly different from that of the mass of the_
people, and the emergence of national statesy
The people, out of their curiosity,started to
inquire into collecting the oral genres with the
aim of interpreting and analysing them for the use
of'the societies. Therefore, Dorson finally
submits that, "part of the impulse to study
folklore is intellectualistic whileyon the other

hand, it is nationalistic," and points out thaE

the two impulses often work at cross purposes.
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Another renowned scholaryHarold CourlamieT,
states that the accumulation of African experience
and wisdom is embedded in their folklore. He points

out that,

Man in Africasas elsewhere, has sought

to relate his past to his present, and to
tentatively explore the future so that be
might not stand lonely and isolated in the
great sweep of time, or intimidated by the
formidable earth Snd the vast stretch of
surrounding seas.

This is why the African man, in his myths and

legends, bridges back to the very dream morning of
creation, while in his systems of divination, he
projects himself iuto time yet to come, and in
his epics, he asserts the courage and worth of the
human species; in his tales he ponders on what is
Just or unjust, in his proverbs and pithy sayings he
encapsulates the learnings of centuries about the
humsn character and about the intricate balance

between people and the world around them.

Kenneth Muir submits that "folklore now covers
a multitude of fields, anyone of which could keeb one
busy for a 1lifetime - folktales in many languages,

proverbial wisdom, folkplays, witches, ghosts, fairies,
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seasonal festivals, anthropology, flora and fauna,
magic, sports and pastimes, popular medic;ne,
jest-books, totem and tabu, even religious rituals,
both pagan and christians...."5. This supports the
early submissions that folklore is a wide subject

which needs to be tackled with the utmost caution.

In his own definition, Bascom sees folklore as
"folk learning" which "comprehends all knowledge
that is transmitted by word of mouth and all crafts’
and other techniques that are learnmed by  imitation
ar example, as well as products of these crafts)
In this case, one may say that folklore includes
folk art, folk crafts, folk tools, folk costumes,
folk custom, folk belief, folk medicine, folk recipes,
folk music, folk dance, folk games, folk gestures,
and folk speech, as well as those verbal forms of
expression which have been called folk literature by
some scholars. This contention, however, is pointing
to the fact that folklore is a diversified subject
which may be difficult to define with a single state-

4

ment or sentence. Folklore is not only folk dances,
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folktales, folksongs, legends, myths, proverbs and
folkplays but an embodiment of the daily life of the
people - their traditions, customs, modes of work,
thoughts, ideas, beliefs, 89B88:0f joy and sorrow.
This is probably why Bayard sees folklore as "the
/2 '

empirical culture of human societies;
With the above submissions, therefore,the
true field of folklore cannot be literature exclu-
sively, nor art nor aesthetics alone, but we may
postulate that it lies in the realm of thought, and
concerns itself with man's experience, wisdom, prac-
tices and some aspects of the content and activities
of people's minds. It is also concerned with all
bodies of belief, ceremonies, rites, customs, drama-
tic or mimetic actions, procedures, techniques, and
arts in any form, that may legitimately be looked
upén as the outgrowths, manifestations, or represen-
tations of the ideas of the society in question.
Cultureyon its own, in often used is attempts

to analyse and interpret events and ideas in a.broad
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spectrum of areas of society, and this accounts
for the reason why, due to the diversity of its
uses, the concept of culture has often been caught

in a considerable amount of confusion, even in

African Studies.6

Culture is a concept developed by anthrobo—
logists and ethnologists and used by psychologists,
archaeologists, musicologists, historians and othgr
scholars in related fields. In America, culture
is explicitly the central concept of anthrppology.
Culture has been commonly defined as patterns of

learned behaviour, knowledge and beliefs which are

integrated in accordance with seme dominant values
or principles forming configurations which may be
totally different from one another. For instance,
the culture of the Yordb& of Nigeria may differ
rom the culture of the Ashanti people of Ghana.

The words "folklore" and "culture" are, to
some extenfyinterrelated. They both deal with
the oral traditions of a certain people or théir
ways of life. But culture, unlike folklore, is

much wider in its connotationsjand it deals with
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both the verbal and written traditions of a people;
and, according to Bascom, culture "as anthropolo-
gists use and define the term, effectively encom-
passes all learned behaviour, whether transmitted
by writing or notj; it excludes only that learned beha-
viour --(derived from individual experience) which
is idiosyncratic and is not traditional in that it
is not shared by other members of the societx"7
As with folklore, many definitions of culture have
been propounded. This is probably why these defini-
tions have given FTise to all kinds of interbretations
and manipulations. Indeed, both folklore and
culture are terms notoriously difficult to define.
Invariably, we shall'try to make a succint defini-—
tion of culture as put forth by some scholars and
anthropologists. According to Sayce (1956),

+»+8 culture is a living, organic whole.

It includes all of man's activities and

their results - beliefs, dress, food,

speech, houses, music, work, dance, tales,

social life and customs, and especially

his ideas about his own nature, his relations

with the visilhle and the unseen elements of

the universe, and his ultimate purpose.8

In the above definition, one could observe that

culture entails all activities of human endeavour.
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Although traditional account usually associates
the coining of the term "culture" with Edward B.
Tylor in 1871, a preliminary inquiry into the
history of the culture idea suggests an earlier
usage especially when one realizes that the term was
derived from the German word "Kultur" meaning
"civilization) E
Tylor's definition of culture, taken in its
ethaagraphic sense, "is that complex whole which
includes knowledge, belief, art, moral, law, custom
and any other capabilities and habits acquired by
man as a member of society' A similar view was
also expressed by Edward B. Reuter in 1950 when he
asserts that culture is "the sum total of human
creation, the organized results of group experience."10
It should ve recalledgshowever, that there have been a
lot: of controversies as regards the authenticity of
the early scholars' definitions of culture but it is
not our desire here to pursue the intricate issue of
the definition. What concerns the present writ®r
is to showyin a nut-shell, the connotation of the
controversial concept known as "culture". We will

therefore look at®few more definitions and concepts



81.

on culture so as to understand what these things

connote or imply.

L "in the natural

According to Ogunniyi,
world, culture is a distinct phenomenon which
reflects the highest level of accumulated experi-
ences by a given society.” He refers to A.L.
Kroeber who says that culture is superorganic for
the fact that it emerges from the psychic organic’
mechanism of meng but,at the same time, it is not

in the organic structure of men per se because

it exists before an individual exists and persists

after his death. He is of the view that culture is
both overt and covert. It is overt in terms of
observable artifactsyviz.sclothes, houses, boats,
knives, amwtomobiles, etc. It is also covert in the
sgpse that it controls perception and sets attitudes

and beliefs about objects, events or situations.

Ogunniyi states further that culture is explicit

in terms-of a readily explainable thought or action

and implicit with respect to action or thought
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not so readily explained and yet believed. He is

of the opihion that culture is shared through
natﬁre simply by mere existence within a given

culture and learned through the process of educa-
tion. In this wise, one can submit that culture
relates to the organized body of knowledge, beliefs,
values, customs, conventions, routines, social
institutions and the ways of life of a people,

their origin, development, orientation, which are
passed by word of mouth or by example or ~ther means

from one generation to the other.

Peter P. Ekeh12

submits that culture is a
construct that is in wide use, in the social

sciences and the humanities, to depict important
aspects of society, and that its significance in

the analysis and interpretation of society, and,

within society, of human conduct is far-reaching.

One should also note that, apart from natural
factors which differentiate one individual fram
another or a tribal group from the other, there is
the cultural factor. It is remarkable that the
cultural factor is peculiar to humankind for the féct

that it is more marked and manifested in human beings
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than among the lower animals.
According to Ayisi,

Since MAN first inhabited this planet,

it has been one long struggle for
survival between himself and nature.

Man has had to live and also to find

his place in the universe. In the

process man has left behind traces

of his achievements at various levels

of his development, and the cumulative
knowledge of his various achievements 3
constitutes what we refer to as culture.” .

What Ayisi is trying to tell us here is that culture
ig an accumulation . « of man'se experiencei.
through trials and errors, since the begimning of
his sojourn in the world.
In his own definition, Piddington submits that:
The culture of a people may be defined as
the sum total of.the material and intellectual
equipment whereby they satisfy their biological

and social niﬁds and adapt themselves to their
environment.

A careful observation of the above definition
will make one deduce the fact that Piddington's
definition spells out what has been said above :by
Ayisi and which implies that man has to struggle
for his survival and also reconcile himself to nature.
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He also states that the social as well as the
biological needs should be satisfied. It is
further observed that the concept of culture has
been used in various ways to depict the varioﬁé
experiences and activities of man in the}universe.
However, what is significant in our present study
is that culture is embodied in the totality of
human life. This concept embraces everything which
contributes, both physically and sociologically, to

the survival of man.

-

At this juncture, it is necessary to see how
the concept of culture and the social system inter-
relate and why Kplé Oghnmpi&'s folkloric plays
under study are vie;ad in these perspectives.

Explaining the relations@ip between culturq
and social structure, Peter P. Ekeh states that:

' Culture can be paired with social
structure for a maximun understanding
of what each refers to. In very broad
terms, sociologists study the social
structure of a society ~hile anthropo-
logists study its culture. Both social
structure and culture refer to the sam®
elements of society: its institution,
values, norms, ideas, ethos, and science
and technology of society and the gttitudes
and behaviors of its individuals.l
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This quotation vividly explains that there is &
very close link between culture and social
structure. We deduce from this submission that

the two phenomena point to the same elements of

society, though they may have different time scales.

Clifford Geertz also submits that:

One of the more useful ways - but far

from being the only one - of distingui-
shing between culture and social system

is to see the former as an ordered system
of meaning and of symbols, in terms of
which social interaction takes placej; and
to see the latter as the pattern of social
interaction itself. Onr the one level, there
is the framework of beliefs, expressive
symbols, and values in terms of which indi-
viduals define their world, express their
feelings, and make their judgements; on the
other level, there is the on-going process
of interactive behavior, whose_persistent
form we call social structure.l®

In the above submission, one may rationally deduce
that culture and social system interact and that

ée may call them "twin sisters". We way also add
that, while culture is the fabric of meaning in terms

of which human beings interpret their experience

-
-

and guide their action, social structure is the

form that action takes, the actually ewisting

network of social relations. In this case, culture
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and social structure are then but different
abstractions from the same phenomena. We may then:' be
oconvinced that it is emnly by referring to the

social amd material conditions of the society that
one can arrive at a valid appraisal of the social
*ehaviour of the pgople to whom the plays under

study are directed. This, to some extent, is ome :
of the conditions in which theatre was born.17

According to Traoré,18

there is a close
affinity between theatre and society for thé fact
that it is here that the cast and the audience act
out the condition of man. Therefore, one could
submit that theatre is always pre-occupied with man
in the social aspect. One may further add that the
idea to preserve our cultural heritages~hich is
being gradually eroded under the system of Western
aducation, is another factor whichSPUYT& gramatists
into producing plays that could appraise their
cultural beliefs and practices and serve as a neans

of communion with the people's traditions.

Meanwhile, looking at the concept ef folklore
viz-a=-viz the concept of culture as hitherto
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discussed, we should be convinced that the two
phenomena deal with the transmission of knowledge
and wisdom of the elders and of the people as a
whole from one generation to another. It has also
been observed that the concept of culture,

though it interacts with that of folkloresis wider
in scope. Finally, wmf%ﬂeo deduce that culture and
social structure can be paired to enable us to derive
2 maximum understanding of our subject-matter. If
may therefore be contended that the cultural
background as well as the social system of'the
Yorub& people, for whom the folkloric plays of Kfl&
Oghinmdlé were origihally produced, should be consi-
dered. This is why,.in the subsequent Qhapter, the
socio-cultural aspects of KHl& Oglhnmdl&'s folkloric
rlays are discussed and analysed.

Although it has been explained in the previous
Chapter that the theoretical framework hased on
Akiwpwg's submission in his Inaugural Lecture will
be used as the basic premise, it may still be Pe-
submitted that bringing the social and the cultural

perspectives into focus will shed more light on the
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lore of the people and,using these concepts in
discussing and analysing the late Kfla égﬁpmbla's
folkloric plays,‘the chaotic state of aimowd&hl

(loss of good compertment) which seems to have
eaten deep into the fabric of the present society
would be kept in chgck, and this may pave the way

for a better future.

ii. Ovrigin gg African Drama and Theatre Traditions:

Traditional drama and theatre performance was

not unknown in Africa before the colonial era.
Prior to the advent of the colonial masters and the
Arab invaders, many African societies had evolved
their own drama and theatre traditions. However,
it may be recalled that, all over Africa, there are
enactments and re-enactments of historical events,

especially battles. There are satirical performances
in many places, which sometimes include small

dramatic scenes as the different characters interact.

Invariably, Africa Aid not build structures especi-
ally designated "playhouses" which served the
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purposés of entertainment or dramatic instruction
end nothing else. Though there were arenas for
nerformances, they were not constructed like those
of the ancient Greeks.19 However, drama is a good
deal more developgd among some peoples, parti-
cularly in West Africa, than among others. 3

Unfortunately, most of the European scholars
and observers of traditional performances in Africa
»vho wrote about African performances had no
specialist interest in drama and,consequently, they
complicated the issue by quickly labelling fiuch that
they maw as "dramatic" events, not constituting real
drama in essence.20 According to Ogunba,the fact
is that "Most African cultures do not even have a
word for drama, although they do have words for play,
music, performance, ete’?l mhis is probably one of
the‘reasons why the African traditional drama was
not recognized.

Meanwhile, it is a thing of joy for the Young
generation that several playwrights and renowned
scholars in the field of the performing arts h;;e

discussed critically the probable origins of

African drama and theatre. These scholars include
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among others, Joel Adedeji (1970), J.P. Clark (1966),
Bakary Traore (1972), etc., who have submitted that
the African drama might have evolved from religious

rituals and festival celebrations, and that the

nature of the contemporary African theatre can be

fully understeod in the context of its historical
roots. On the other hand, another school of thought
is of the view that dramatic art is a natural pheno-
menon that originated with man, even before man

thought of religion per se.
Looking at religion and festival celebrations

ns the root of dramatic arts, a scholar in the
former group, J.A. Adedeji (1969) says,

Religion is the basis of dramatic developments
in Yoruba as in most cultures of the world;
disguise, its means, and both depend on
artistic propensities for their fulfilment.
The worship of Qbatala (the Yorab& arch-
divinity) has important consequences for the
development of ritual drama and, finally, the
emergence of the theatre.22

Making reference to the traditional European drama,

Clark also reports, E,

As the roots of European drama go to the

Egyptian Osiris and the Greek Dionysus, so
are the origins of Nigerian drama likely to
be found in the early religious and magical
ceremonies of the people of this country.2o?

The above submissions point to the view held by some
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scholars concerning the evolution of dramatic arts
and theatre. They are of the opinion that the
African traditional drama takes its rooté from
festival drama and ritual celebrations. Another
scholar who also supported this contention is
Cohen, who says,

Every religion produces drama and every

cult voluntarily and spontaneously takes
on dramatic and theatrical form. i

Truly, it may be remarked that the enactment of
hunts and the re-enactment of historical eyents,
especially battles, are found throughout Africa
South of Sahara. These might have given rise to
dramatic actions and, subsequently, to stage plays.
This is probably why Traoré (1972: 19) remarked that
the first manifestations of the Negro-African
theatre were in religion and cosmic ceremonies.
Pin-pointing Nigeria andmDahomey (Republic of Benin)
as typical examples, Traoré said that the cult
deveted to the origas and the voodoo is an occa—
sion for productions where song and dance'.miﬁble

in order to relive and imitate the passions, wars,

and great achievements of deified ancestors.
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Meanwhile, it is worthy of note that,

throughout the traditional African societies, there

were usually ritual celebrations performed at key
stages in man's life. The most significant of

these stages are during birth, puberty and at death.

The priests who lead and officiate at these ritual
celebrations are always seen as directors of the
performances; During the birth of a new baby,
traditional rites and religious rituals are
performed; Also, when a man or a woman Crosses
the youthful stage to that of adult-hood, initia-
tion rites are performed to show his or her
ability to transforg from the stage of adolescence
to that of adulthood and at death, ritual ceremo-
nies in form of burial or funeral are observed.
All these occasions involve "dramatic" and histori-
cal scenes. Examples of these could be seen among
the Mbatos of the Bingerville district in Ivory
Coast where the army is reconstituted every ten

Jears in order to mark a change of class, and~among

the Mende of Sierraleone  where initiation rites
are performed for male and female youths who are
ripe enough to move from the adolescence stage to

that of puberty. This practice is also a common
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phenomenon among the various communities within

the Nigerian ethnic groups, particularlz among the
Yorib& people.

On the other hand, some scholars are of the
view that African drama and theatre is as old.as
civilizatioﬁ, since its themes and materials are
embedded in oral traditions: Commenting on this
opinion, some writers said that drama and theatre
could not have evolved as a result of the natural
instincts in man, and that this gave birth to the
dramatic urge and performances. Oyekan Owomoyela
seems to support this contention by quoting
Aristotle, who was held in high esteem to be a
reputable and the first systematic theatre

historian; In Aristotle!'s view, quoted from the

Poetics,

As to the general origin of the poetic art,
it stands to reason that two causes gave
birth to it, both of them naturals (1)
Imitation as part of man''s nature from
childhood, (and he differs from other
animals in the fact that he is especially
mimetic and learns his first lessons °
through imitation) as is the fact that
they all get pleasure from works of
imitation.....and (2) melody and rhythm
alsO0......at the beginning of those who
were endowed in these respects, developing
it for the most part little by little, gave

birth to poeggw out of the improvisational .
rerformancess
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In the above quotation, Owomoyela was making a
remark on the view expressed by Aristotle about
two thousand years ago. Here, Aristotle Qubmitted
that imitation and impersonation are a part of
human nature, and argued that whether :or not 'religion
could be regarded as a part of the human essence was
a controversial issue. Rather, he was of the
opinion that the mimetic instinct developed in man
very much earlier than any evidences of religious ‘
inclination, and before religious indoctrination.
OwomoYela emphasized this when he says, ;

Thus, long before children can make any

sense of religious beliefs and practices,

they evince a sense of mimesis by playing

house, and cops and robbers - apart from

performing those mime?ic activitigg asso-

ciated with the learning process.
With the above, one may deduce that dramatic
performances predated religious beliefs and
practices;

With particular reference to the evolution of

African drama and theatre, Traoré hinted that, .

If we consider that theatre finds subjects

mainly in folklore, that is, in an aggregate
of myths, legends, traditions, stories, then
we can say that a specifically Negro-African

theatre has existed since the beginning of
African civilizations.27
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Traoré is hereby emphasizing that, even long
before the advent of the Europeans and the Arabs
into Black Africa and since the beginning of African
civilization, drema and theatre practice had
existed within several African societies. To lend
credence to the proposition, Traoré remarked fhat
the empires of old Ghana, Mali and Songhai which
extended from the -Sene-Gambia to Nigeria were
cradles of civilization which inspired early
Islamic scholars into writing historical notes

for future records and uses. Making reference to
one of Ibn Batoutah''s accounts, Labouret and

Moussa Travelé said,

There is a great deal of evidence to show
that the Mandingo civilization shone
brightly in days gone by, so one should
not be surprised to see unique social
institutions and artistic: achievements
worthy of study in the area which witnessed
its glory.28

It was further remarked that,

These artistic achievements find their

main expression in an abundant oral litegpature
consisting of myths, legends, stories, short
pieces in prose or verse, rhymed or free, and
puppet show or exhibition of conjurers,
magicians and animal charmers, as is found in
certain parts of Africa, but of real drama
with a perfect sense of plot and unity,

aiming, through its actors, to develop a gi
theme .29 ; i
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In conclusion, one may say that, like the
Buropean drama and theatre tradition, the African
drama developed from natural instincts and,later,
through religious rituals and festival celebra-
tions: The most important element in the Afrigan
drama and theatre tradition is the idea of enactment
and re-@nactment of representation through actors
who imitate persons and events. Linguistic content,
plot, the represented interacticn of several charac-
ters, traditional music and dance are also of much
significance.Eo

Therefore, looking through the historical
development of drama.and theatre, one could deduce
that the African theatre and drama does not have
the same conception of theatre as in Europe. This
is why some past writers on this topic held the
viéw that an authentic African theatre did not exist.
This view was re-echoed and disproved by Adandé when

he says,

-

If the numerous festivals of our village -

to wit, pre-ploughing or post-harvesting
rituals, with or without masks, circumcision
rites, religious ceremonies developing
through several 'acts' and comparable with
full-scale ballets by virtue of the number

of performers and the complexity of the
overall choresographic design — if all these
may be consiiered as theatre, it is clear that
the development of theatre in Black Africa
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took a digierent turn from that of modern
Europezt

In the light of these submissions, one may be
tempted to claim that the African drama evolved
through naturall instincts and an imperative urge
within the people, and devweloped gradually through
religious inspiration and rituals. It may also be
said that it manifested in festival celebrations
and the enactment or re-enactment of historical
ceremonies, but one cannot say with all certainty
that those manifestations were drama per se,
though they are dramatic in nature. On the other
hand, one could safely posit that religious cele-
brations or ritual and the enactment or re-enactment
of historical ceremonies in Africa are features of
drama and that this had developed long before the

adbent of the colonialists.
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iii. Emergence of the Yorub& Popular Travelling
Theatre Tradition

Nothing exists in any society without a parti-
cular root or origin. When one looks at how the
Yorub& performing arts or theatrical performances
thrive today, one notices that they are growing
or developing rapidly. Many people who are privi-

leged to watch the performing artists in the

recent past would have been convinced that progress
is being made in this direction and that fhe
audiences are developing more interest and enthu-
siasm. Several theatre groups or companies have
emerged and have, cbnsciously or otherwise, discar-
ded some of the alien materials in their productions,
adapting their plays to suit the socio-cultural

cpnditions of their societies. This has in no

small measure brought about cultural awareness

within the rank and File of the people, especially
those who had been formerly lured away to embrace
the alien cultures to the detriment of the indi-

genous one. Therefore, it is pertinent to look
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at the probable roots or origins of the Yorubé
Popular Travelling Theatre in order to understand
why this business has continued to grow at such

a fast rate in recent years.

As narrated earlier, several scholars»have.
given us clues as to the roots of the modemYorub&
Travelling Theatre tradition. From these accounts,
it may be surmised that the modern Yorub& Travelling
Theatre evolved first from the traditional masquerade
drama and later from the separatist African churches.
Speaking on the emergence of the traditional Yorub&
masquerade drama, Adedeji says,

The Yorub& Masque-Theatre emerged as a court
entersainment from the Egungun (masquerade)
rites about the early part of the seventeenth
century at the instance of Ologbin Ologbojo,
an official at court at Qy¢ Igboho.32

Subsequently, this masque drama was taken outside

the court and became known, first as Eégln Aléré

and eventually Al&rinjbé, the first professional
travelling theatre among the Yorib&. He stated .
that, by the eightc_ath century, this masque theatre



100.

had spread throughout the Yorub& country and had
become the people's theatre, with troupes plying
the towns and villages of the 0ld Qyo Empire.

With regard to the emergence of the modern
Yorib& theatre, it could be argued that it emerged
from the theatrical presentations of the Yoruba
masque theatre and the Yoruba& Operatic Theatre.
Adedeji is of the opinion that these theatre
parties "are the two theatrical developments in
Yorubaland which are indigenous and are products of
Yorib& cultural history.."\33 He further stated that
both of them are professional theatres with trave-
lling troupes which developed from religious rites.

However, the contemporary society has
witnessed the emergence of a new form of enter-
tainment (i.e. the Operatic Theatre) as a result of
its socio-cultural changes. This type of drama
developed from the 'native dramas', popularized by
guilds and societies of the secessionist churches
in Lagos in the early part of the twentieth cehtury.
The new theatreywhich is one of the most popular
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in Africa,emerged from Protestant African Churches,
among which are the Cherubim and Seraphim churches
and the Apostolic churches which broke with the
Anglican or Methodist Churches. And, of course,
this theatre "was born out of a new exigency of the
African society: that is, the necd to raise moral
problems, and to satirize the new institutions

established by the modern administration."34
Ulli Beier supported this claim when he said,‘

It was, I believe, the split-away African
churches, the Seraphim and Cherubim, the
Apostolic Church and others who began to
perform Biblical stories in and outside
the church as a means of instructing their

members, and also as a fund-raising device.2?

Later, with much interest in this new theatre
development, the new Yorub& drama and theatre
started to gain more popularity and success as a
thgatrical art form. Some of the choirmasters
involved with the production of the "Opera" (as

it was then called) started to organise their
private drama groups outside the church and held
public performances in town, court and school

halls. According to Adedeji,
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With developing interest in concerts
and amateur theatricals growing out of
the remnants of the Variety Shows or
the so-called Concerts in the 1880s,
the organisers of the Yoruba Opera
began to operate with artistic modifi-
cations that derived from traditional

and foreign sources.’® :

In his own submission, Oyekan OwomoyYela said
that drama was introduced into the city of Lagos
around 1880 as a means of providing evening diversign
on the European model for the Lagos elite and that
the modern Yorub& popular theatre emerged as a result
of the reaction of the natives against the rigorous
suppression of all facets of African Culture by the
European christians: However, the Yoruba popular
Travelling Tneatre was'not developed until the late
twenties and thirties of the twentieth century.37

Ulli seier re-affirmed this submission when he said,

.Theatre in Yorub& language is mostly a kind
of opera, in which the songs are rehearsed,
while the dialogue is improvised. In the
late twenties and thirties, this form was
developed in the so-called African churches,
the Apostolic Church and the Cherubim and
Seraphim. The Bible stories and moralities”
performed by these church societies soon
‘gave way to profane plays, social and
political satires which were pl ged by
professional touring companies.%

Akinwumi Igpla recalled the general accepted theory

of the evolution of religious and ritual drama which
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featured within the African societies before the era
of Western education. He said that ritual drama

and the allrinjbé (travelling masquerades) were

all that was known in form of drama among the Yoruba.
However, he stated that the modern travelling
theatre is a new breed which "arose from christian
inspired operas and service of songs until Ogunde
changed the orientation and moved it to a play

formy' "39

Bigpdun Jeyifo (1984) also submitted that the
earliest concerts and entertainments which were of
Western origin in Lagos date back to the 1860's,
and were mounted by the nascent African elite made
up of a settler community of liberated slaves who
had started returning from Sierraleone . jpn the
1830's and who were later joined by others from

Brazil snd Cuba.©

As time went on, there were moves to fashion

an 'indigenous drama' through the blending of the

-

western theatrical form with local materials.
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Consequently, there was a gradual movement by some
inspired Yorub& indigenes to create an indigenous
theatre and drama. This contention is corroborated
by Adedeji when he says,

As noted earlier, the Abgokuta mission

started the movement towards the "Native

Drama" by blending Yoruba and European
materials in their entertainments because,
unlike in Lagos, the reasons for entertainments
were more than just raising funds for missio-
nary activities. It encouraged non-Christians,
especially Muslims and adherents of traditio-
nal religions, including those from adjacent
villages, to attind and find meaning in these
entertainments.*

Meanwhile, it has been proved adequately that the
modern Yoruba Travelling Theatre emerged from the

fusion of the traditional Bégun Al&rinjd theatre

and the western theatrical performances. The idea
of the "new Yoruba drama" and theatre was born out
of the reaction of the African natives against the
suﬁpression of their dramatic culture by the aliens.
Therefore, these inspired theatre practitioners
started to replace the western materials with %he
indigenous ones. Hubert Ogunde who was popularly

known as the "father of the Yorub4 Operatic Theatre"
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was the first Nigerian artist of the contemporary
theatre to turn professional and assume the leader-
ship of his flourishing theatre troupe. Ogunde
when recalling his past experiences, said,

I was playing drums with the masqueraders

in my home town when I was young, and these

Egungun people gave me the urge inside me to

start a company of actors.42
Here, Ogunde is declaring that his experience and
source of inspiration belonged to the Al&rinjb
theatre. Finally, it has been proved that the
modern Yoruba Travelling Theatre which sprang up
from the Al&rinjd Travelling Theatre and the
western theatrical ‘performances has become a
firmly established theatre and drama tradition of

the Yorub& people in the contemporary period.

iv. gomparative Analysis of Traditional With

Modern Yordb& Theatre Traditions.

-

Placing the traditional Yoruba theatre side
by side with the contemporary travelling troupes,

one discovers that there are many similarities and
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differences. Occasionally, the form and techniques
adopted in each case are similar while, at other
times, there are departures from old techniques or
systems of operation when indigenous materials are
used to replace the alien ones, or when new methods

are introduced into the performances.

In fact, there is no gainsaying that the
two theatre traditions have similar traits. This
is probably because the modern theatre is an
offshoot of the traditional one. Therefore, if

we consider the Yoruba adage which says,

Qkéré jokOn, idunkﬁn st jo age, &epo

¢pa jo pbsi ¢liri, atanpdkd jo ori ahun,

es¢ IJaph jo dran 9pe, bg¢ ni ¢j¢ Okété
Jjo &&la obinrin.

(The tiny squirrel resembles 1k£uﬁu3

(deaf squirre]l. dunkin #* TIso
resembles ase,% e husk of the

groundnut 1s like the casket of the

tiny mouse,46 the thumb looks like

the tortoise's head, the tortoise's

leg resembles the male efflorescence

of the palm-tree while the blood of the

giant rat resembles women's menstrual blood.).
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We would realise that it is necessary to discuss
briefly the similarities and/or differences which
could be clearly discernible.

Firstly, the traditional and the modern Yorub&
theatres are significant for their entertainments
and moral teachings. It should be remarked thﬁt,
whenever the plays are staged, people from neigh-
bouring areas gather to watch the performers with
the aim of entertaining themselves after the day'é
work. Here, they are sure of relieving themselves,
temporarily or otherwise, of their tensioné and life
problems, while they also enjoy the teachings drawn
from the plays. On geveral occasions, these plays
may draw their themeé from social solidarity or
from the re-affirmation of facts, beliefs and such
relationships and attitudes as the community considers
vipal to its sanity and continued healthy existence.
At intervals, several members of the audience are

seen laughing during some exciting performances,

or they may even chorus songs raised by members of

the cast. They may also clap if conditions warrant
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this, especially at the end of each scene in the
play.

The traditional Yorub& drgmatists and their
modern counterparts expected financial rewards from
their performances, although the systemsAadopted
by each of them to accomplish this aim differ:
For example, as for the modern Yorub& theatre,
gate-taking is mandatory before the play starts,:
whereas the traditional theatre practitioners
depended on voluntary donations from members of
the audience, and this was usually done at the

middle of the plays.

In the past, the Yordb& traditional theatre

artists did not normally perform their plays on
set stages or platferms like their modern counter-
p?rts. Instead, they operated and performed their
plays in open spaces either in market places or
at kings' palaces, and, occasionally, under the

shade of big trees. These places served as 3

'arenas' where people assembled to watch the perfor-

mers in action. Here, their gates were opened to
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any interested members of the public to watch their
performances free of charge, although gifts in kind
and/or cash were sometimes offered to the artists
by some members of the audience who were thrilled

by the aesthetic modes of the performances.

However, in the contemporary period, some groups

of the traditional Eghnglin onid&n have been

influenced by the current trends of events in our °

‘ changing society. Members of the cast are now being
motivated to sing or chant well in order to: get more
financial reward from members of the audience and

to supplement their living with earnings derived

from the shows. To lend credence to this claim,
Qlajubu says,
Nowadays some groups of Eglngin onidén

live entirely on the earnings ol Cheir
performances.47

Also, the role played by each of the actors
within the two systems is very significant. If any
of the actors or actresses fails to perform well,

or if he/she does not measure up to expectation,
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the whole performance becomes trivial and meaning-
less. Therefore, the contents and themes of these
plays are always blended to reflect the current
happenings within the Yordb& socio-cultural
environment. For example, the Yorub& social and
economic institutions, political and administfative
systems, etc;, usually feature in the plays in
order to remind the people of their cultural herif
tage. At times, when a foreign play was staged,

it was usually adapted to a purely Yoruba §ocio-
cultural setting. This is vividly seen in "Qjb

t1bi EKrfstl" (Birth of Christ) by the late

Kb1l& Oglhnmdlé, where King Herod was presented as a
replica of a crowned Yorub& Qba. By doing this,
the traditional and the modern theatre practitioners
try to uphold the customs and religious beliefs of
their people.

Among the Yorub& traditional and modern drama-
tists, the performances or shows usually start with
1jGba (homage) which is the formal or ceremoniml
opening very much like the "opening glee". Writing
on this, Adedeji says,
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It contained the "pledge" and the
"salute", both chanted together
sometimes in a particular order of

succession, sometimes in any order.*8

With reference to the traditional masque theatre,

this rendition is usually addressed to Esd Ogbin,

the foremost masque-dramaturge and the founder of

the first professional leagﬁe. They do this in

order to solicit for the protection and co-opera- '
tion of the audience. These traditional performing
artists believed that homage must be paid if an
artist wanted to achieve success in his/her endeavours.
It should also be recalled that paying homage and
giving due respect to.elders or the aged is of utmost
importance in the Yorub& socio-cultural context.

The Yorub& believe that elders or the aged have a

lot of experiences: hence, they must be honoured if
one *wishes to succeed in life. This accounts for

why the Eglngin Al&rinjb or Oniahn pay homage to both

0old and young colleagues in the profession through

-

the original pledge called ¢sa.
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The order of succession of paying homage
varies from troupe to troupe. Usually,:the troupe
leader first acknowledges the lineage from which
he drew his inspiration or the leader from whom
he received his training; he then addresses the
invisible spirits or the unseen forces, seeks:for
the support of his colleagues in theatre business,
and, lastly, introduces and praises himself.

Among the Yorub& people, it is commonly
believed that, if proper homage and due acynowledge—
ment is not paid, the unseen forces may work against
the performance and cause havoc or bring the perfor-
mance to a catastrophic end. Also, in the contempo-
rary period, it is Believed among the Yorlb& that a
performing artist who would be successful in his/her
undertakings must pay obedsance to his colleagues,
olq and young: This is probably why Hubert Ogunde
adspted the spirit of the entrance song, but
introduced some modifications which are a reflection

of his christian outlook and contemporary viewioint.49
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Another thing worth noting is that the

traditional Eglnghn Al&rinjbé Theatre is -a heredi-
tary art, and that only members of the lineage

of the masquerade — dramaturge succeed to the
position of old members of the troupe. However,

this should not be much emphasized because the

nature and purpose of some of the contemporary
Nigerian performing artists strikingly relate to
that of the Al&rinjb. This is why Adedeji noted,
In conformity with the practice of
the traditional theatre as a lineagé
profession, Ogunde has worked his wives
. and children into his company in

order to perpetgate it as a going
family concern,-0

Although it is the ﬁish of some contemporary
performing artists to pass on the art and their
glory in the business to their offsprings, one
caPnot be entirely optimistic about the future
success of this idea as compared with what obtained
within the traditional Yorub& theatre.

The scope of performances of the contempqrary
Yorib& theatre is more elaborate than what obtained
within the traditional theatre. For example, among

the traditional performing artists, wooden masks are
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usualiy put on to depict various characters in the

Yoruba society; and these they tried to caricature
and satirize. The most common character-being
satirized include Tépd (the Nupeman), Aséwd (the

prostitute), Q16pd& (the Policeman), Woléwolé (the
Sanitary Inspector), Oyinbé (Europeans with enormous

hooked noses and smooth black hair made from colobus
monkey skin); They also satirized people with some
abnormalities. For example, eléti kb616bd (one with

small ears), elédké did:t (one with bulging cheeks),
onim@i ord (someone with a very big nose), lyawbo

p&ld (parlour bride), etc. They also costumed

themselves in animal skin to resemble animals like
ekin (leopard), kinifin (the lion) or any other animals
they wished to imitate.51 Occasionally, the boa

skin was used to imitate the boa constrictor.

However, the costumes being used today by the modern
Yorib& theatre artists are different. Though wooden
masks . may be used for specific roles, this old
practice is gradually fading out. Artists are YTarely
seen in masks but with costumes which portray a.

specific role. Apart from this, plays are wowen into
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themes that would teach members of the audience
some moral lessons or those that would arouse their
sentiments towards the current happenings in their
immediate environments.

The period when these artists operate is also
of great significance. It should be observed that
the traditional theatre practitioners operated
mostly during the dry seasons when there would be:
less to do by the farmers. Adedeji corroborates
this fact when he remarks that the troupes "trave-
lled mostly during the dry season and spent the
rainy season as sedentary medicine-men...’.'52
Apart from operating during the dry seasons, the
traditional Eglingln 'masque dramaturge' normally
staged performances in the evenings when farmers were
back from their farms. This differs from the modern
performing troupes which stage their shows at any
period of the year and could perform at any time of
the day, especially at week-ends. Unlike the
traditional performing artists who were alwayss
invited to stage their shows at public and open

places like the markets or the Qba's palaces, the
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present-day dramatists stage their shows in public
or in town halls, or in large hotels which can
accoﬁbdate many people.

In the light of the above discussiop, it would
be observed that, though there may be identicgl
traits between the traditional and the modern
Yorib& drama, it is evident that modern theatre
practice is daily metamorphosing into a new order
and adapting itself to the socio-cultural changes
of the contemporary Yorlb& society.

v. A Review of Previous Studies on bgﬁnmbla

As we have stafed earlier in the introductory
chapter, some scholars have written artiéies and
chapters in books on various aspects of the late
K18 Dghnmdla's life ambition and achievements in
the performing arts. Some have discussed the
extraordinary skill of his acting; some have written
on his organisational competence, while some have
discussed his personality and his unique style and
mode of performance. Tue most prominent among these

writers is Ulli Beier, who wrote a comprehensive
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personal memoir on the late KHla Ogﬁnm@lé;
In his personal memoir, Ulli Beier55.stated
that his first contact with Ogunmdls was at lkéré-

Bkitl where he (Beier) watched Oglnmdla's play,
"Joseph and His Brethren which was staged in one

of the school rooms. According to Beier, this:
encounter was very exciting. Stylistically,

he likened the performance to an earlier one staged
b§}§111%g§~t dghhdé and which he watched in Lagos abott

a Year before that time. He explained that the music
of Ogtnmbla's performance was derived from highlife,
but with a certain influence of church hymns. He
remarked that this particular performance was an
experience of a différent kind due to the quality

of the acting. He specifically emphasized the

swaying movement of the actors/actresses, and their
use of the Yorub& language with its tonal aesthetics,
pafticularly during the rendition of the "opening glee".
He also stated that the language, as used by

Oginmdl4 in his plays, was colourful and humorqus.54

He was also excited by the female members of Oéﬁnm@la's
cast who then formed a kind of chorus during the

performance; He described the acting as captivating
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and éelectively realistic.

Ulli Beier was intrigued during his first
experience and consequently followed him (Oghnmd1s)
around to watch more of his plays. He then commen-
ted that his favourite of all Oglnmblé&''s plays
was "Love of Money" which, according to Beier, may
fall under the themes of "ingratitude to a legally
married womany' "women of dubions charactersrﬁ

"one who laughs lastf etc.

Apart from beingman actor, Oghinmblh Wwas seen
as a producer of ability. Making reference to the
same play above, Ulli Beier said,

Oglnmdla was not only an actor, but also
a producer of no mean talent. One scene
that is unforgettable in the Love of Money
is the preparation for wedding of Adeleke

and Mopelbl&.>5

He explained further,

Ogtinmp1a would play this on a completely
empty stage, with only himself and
Mor$léayd present. And yet, between the
two of them, they managed to conveg a
busy, bustling, nervous household. 6

Michael Etherton remarked that it was the

opinion of many who saw Oghnmdlé& perform his plays
that he was the most brilliant actor of the 1950s
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and 19605.57 He admired three of 6gﬁnmblé"s plays

best. These plays are The Palmwine Drinkardl'Love
of Money ;™ and ®onsciencewhich were produced in the

58

style of Ogtindé's moralistic theatre. Neverthe-
less, Oghnmblé deviated from Oghnhdé's style and
introduced innovations into the Yordba "opera“}

According to Ulli Beier (1967),

It was left to E.K. Oghnmbla, one of
Dghindé's colleagues from Bkiti, to
develop Yordb& 'Opera' as a serious
theatre form.59

As Ulli Beier has stated, Oglinmdlé s
reported to have cut out the music hall element
from Ogitidé's plays and substituted this with
serious acting. He.also remarked that the acting
in the plays was spontaneous and compelling.60
He emphasized the point that one of Jghnmblh's
special talents was his acting, particularly his
mime. With these things, he said, Ggﬁnmblé could
reach great heights. Indeed, this observation
gradually became manifested in 5gﬁnm§lé's latel
life as a performing artist, a great actor and as a

director/manager of one of the modern Yorub&
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travelling theatres in the late forties. In fact,
one could agree with Beier that Ogtmmblé''s personal

acting was, as always, "a delight to watch';sl

Jeyifo (1984) also remarked that, before
Oghnmbla, the troupe leader always played the role
of king or hero and other members of the troupe
moved around that star player, relative to their
standing in the hierarchical structure of the group.
The leader thought it to be unwise for him to play
roles that would not portray him as the spokesman
of the group. It was Oghnmdlé who first departed
from this conventional norm. To corroborate this

claim, Ogfingplh has this to say:

The man who started this was Kblh Ogﬁnm§1&;
He didn't particularly care to be recognised
on stage as the leader. You always find him

in the most difficult roles in their produc-
tions.62

Ogbnmdla's music was more purely Yorub& than Ogfindé's.
Narrating further on this, Beier said,
...he still does not make full use of -

Yoruba instruments, relying mostly on
Bongo drums, but he has developed a kind
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of nervous, electric rhythm that
underlies all his singing and spoken
dialogue and %ives considerable unity
to his play.6 .

Ulli Beier's report reveals that the musical
interest in Ogdnmdla's plays lies mostly with the
vocal parts which are pleasant tunes, little "’
influenced by European music and strictly pased on
the tone patterns of the Yordb& zpoken tanguage.64
The Nobel Prize winner for Literature in 1986,
Wole Soyinka, also strongly remarked that Oghnmpla's
mere presence on the stage with his verbdal manipu-
lationx of the Yordb& language made him,as earlier
quoted, "quite simply as consummate an actor as one
may hope to find on any stage in the country."65
Alain Ricard is of the view that Oghnmblé
and his troupe tried as much as they could to
present a theatre more serious than the satires

mixed with farce which made the success of Hubert

dgtddé. For example, Love of Money recounts the

adventures of Adéléké, a rich and happy husband of
Mor$lay9, who allows himself to be pushed in;o

marrying a second wife, an intriguing woman who
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planned to steal his properties, disband his family
and leave him poor, wretched and ruined; Another
example is Oglnmdla's Yorub& adaptation of

Tutuola's novel, The Palmwine Drinkard, which was

popularized by Oghnmdlé's play. According to
Alain Ricard, this Yordbh adaptation of the book
on the stage gave it "a new wash of pupularity
and made it undoulbtedly accessible to a larger

: public."66

The late KHl& Oghnmdl& was acclaimed for
his personal ambition, ability, competence, natural
good behaviour, experience and philosophical thoughts.
Ulli Beier discovered that "OgOnmbdl& knew about
every weakness of the human character and he would
expose it, but he would expose human beings without
67

harshness His audience loved his plays because

thty comsciously portrayed the Yorub& society, and
more importantly for the fact that they (the
audience) could recognize themselves in this socio-
cultural setting. 7
Oglinmplh was also credited for the managerial

skill or expertise he possessed; It was observed
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that Oghnmola tried as much as he could to keep his
troupe intact. Through inspiration and personal
example, he could gain the support of members of
his company and he kept them together extremely

well.68

In Ulli Beier's personal memoir (Yemi ;
Ogunbiyi: 1981), he categorically stated the’' the
late K6la Oginmdlad was well received and publicly"
acclaimed by his audience even until his death. He
narrated his eXperience gt Fakinlé Major Hotel,
Osogbo when Oghnmdlé re-appeared on the stage after
a brief period of illness. On this occasion,
Ogunmdlé was being warmly received as usual by his
audience amidst great excitement and indescribable
applause. The people were exceedingly happy to see

Ogunmbl& come back on the stage. According to this

report, an incredible roar of great delight went up.69

Although it was reported that Ogﬁnmblh could not
play his usual rcle in the play, his mere presence

-

was felt by all those who were present to watch the

show.
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As Ulli Beier directly put it:

But his presence was felt big and strong
ana warm by everybody. And that incredible,
roaring noise was like a kind of ovation.
The intense feeling neyver left the crowd
throughout the long evening.?0

This is probably why Peter Brook humorously commented
that he had never seen such a type of strong éommu-
nication between an actor and his audience.71 Ul1lli
Beier is still o the conviction today that he has
not seen or heard of any Nigerian performing artist
who has surpassed the late EKbl4 Oglnmbdl& ih acting.’"
With all these reports and remarks, it is no exagge-
ration to say that the late Kb6la Oztinmblis was a

genius as well as a-'sage in the field of performing

or dramatic arts.

vi. A Review of Previous Works on Oglinmdl&'s
Folkloric Plays.

Despite the fact that the late Kolh Oghnmbdla
was a force to be reckoned with in the field of
theatre and dramatic arts, no detailed works have

so far been done on his folkloric plays. Those who
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wrote on Oginmdlé and his dramatic professionalism
did not discuss, in detail, his folkloric plays.-
Rather, they wers interested in his ingénuity with
regard to acting and the ability to organise effec-

tively.

Describing the performance in "Esd (dara", a
critic remarked that music, mime, dance and poetic
speech blend to give an interesting creation of
theatrical language enjoyed by the audience, and
which often presents a communication "beyond the
Yoruba medium of linguistic expressiond 7>
According to this critic,

The plot-line was extremely loose and was
still easy to follow even for those of the
viewers who spoke no Yoruba, for each short
scene was played in a stylised and explanatory

manner reminiscent of silent films and pantomime
reviews. 74

This factor was believed by many to have contributed
iﬁmensely to the success and popular acceptability
of the play.

Another popular folkloric play of égﬁnmbl& which

has been 8enerally actlaimed by CFitics s

The Palmwine Drinkard. Alain Ricard recalled
that Ognmdla adapted some of the novels of
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D.0. Fagunwa for the stage, just as he had done
in the case of The Palmwine Drinkard. _The rlay,

being the most popular among the numerous folkloric

plays of 5gﬁnm§1a, was an adaptation of Tutuola's

novel, The Palm-wine Drinkard.

Commenting on the success of The Palmwine

Drinkard at the time, Martin Banhan and Clive Wake
remarked that 6gﬁnmpla‘s adaptation of Tutuola's"
novel was a result of an association with the
University of Ipbadan's (then) School of Drama

(now Department of Theatre Arts) in 1962, when he
was invited to bring his troupe into the University
to improve their skills, and thus he became an
artist-in-residence. Therefore, with his company,
under the guidance of the Director of the School
of Drama, Geoffrey Axworthy, and the direction/
design of Demas Nwoko, bgﬁnm@lé was able to
recreate Tutuola's tale on the stage.75

Describing the actual performance of The

Palmwine Drinkard, Banham and Wake stated thaf it

contained a fine mixture of thrills, satire, and

broad comedys; @and'that "its success in rerformance
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stemmed not only from these qualities, but from
the zest of performancesﬂ76

Ulli Beier reiterated that many people would

for ever remember bgﬁhmblé for the famous produc-

tion of The Palmwine Drinkard, which was a tremen-
dous play and which was commissioned for the

Algiers Festiva1.77 The Palmwine Drinkard was a

kind of self-advertisement to him, and this made
many people to accept him as a great producer, s °
serious dramatist and an indefatigable actor of his
time. This is probably why Ségun Oldspld -also

supports this assertion when he says,

In his 'praise-song of the spirit of
Palmwine'' he surpassed anything that has
ever come on the local stage. Whether he
sings it or leads the chorus to recite it,
his pauses, nuances, gestures, word associa-—
tions or the eloquent mimes when he puts his
expansive face to full use....you are
witnessing a great performer in the act with
a relish for the liquor that is easily
transferable to the audience.”8

With this great popularity and wide acceptance,

The Palm-wine Drinkard was reported to have remained

in bgﬁnm@la'a repertoire for many years, evenfuntll

his demise.
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01t Ob&fémi believes that Oghnmdla's

Palmwine Drunkard (sic) follows the theme of man's

search for harmony in society through a correspon-
ding and harmonions relationship with his cosmic
environment.’2 According to Qb4f¢mi, the. philosophy
behind the play is that man cannot isolate himself
from his cosmic environment. Consequently, he must
find all avenues for the attainment of mutual
agreement and necessary co-operation with the forées

that surround him.

Lastly, it was on this same play, The Palmwine

Drinkard, that the late Robert @, Armstrong,

egstwhile Protressor of Linguistics and Director of
the University of Ibadan Institute of African
Studies, acknowledged the contribution of the late
Kbla Ogdnméla to the development of Yordb& drama and
Nigerian theatre during the 1960s and the preceding
decades. He categorically stated that one of the best

known of Oglnmdlé's productions/plays is The
Palmwine Drinkardﬂgo

-

Therefore, iv is clear that, apart from The
Palmwine Drinkard which had been wideiy discussed,

and "Esd Qdara" which was passingly touched upon,
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several folkloric plays of Ogunmdlé are yet to be
given prominence by modern critics and scholars.
Consequently, these folkloric plays will be given
detailed attention in Chapter Three of this

dissertation;
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CHAPTER THREE

CONTENT ANALYSIS OF KOIA OGUNMOLA'S.FOLKLORIC PLAYS

As we have pointed out in Chapter One of this
dissertation, folklore mirrors the socio-cultural
behaviour of any community in as much as the essen—
tial aetions of life are expressed there.l In this
case, Kp{l& Oglnmdlé's folkloric plays give us
glimpses of the socio-cultural and ecohomic life of
the Yorib& people as a distinct group, and also draw
some moral teachings that tend toward promoting the
achievement of peaceful co-existence within the
Yordb& community. Meanwhile, this chapter makes a
critical content analysis of each of the folkloric
plays and expresses, in some measure, the philoso-

phical thoughts and socio-cultural ideas in them.

i. -500R0 LAGBA (Patience is the oldest or best):

The title of this play emanates from a Yorubh
popular maxim which explains the importance of this
abstract phenomenon and the wvalue which the Yor&b&

people attach to it. This simple sentence is, no
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doubt, clearly explicit in itself. Basically,

it connotes that patience is the best form of
behaviour. However, it is worthy of noté that,
from the traditional Yorub& viewpoint, owb (money),
om9 (children) and atkfiléwe (longevity) are very
essential in life. Apart from these, the Yordbé

people also hold the belief that the acquisition
of the above-mentioned basic necessities without
sufird (Patience) would be calamitous for a man
since they believe that Sifird is a complement to
those three things. This explains why they often

reiterate that S1Grml is more significant and

valuable than they, and that no one could live a

happy and prosperous life without Sifiri.

"suhru lagbs" is an adaptation of a popular
Yordb& folktale which narrates the ordeal faced by
a myYthical o0ld man with his two wives who lived
together for many years without a single child.

One day, this man went sorrowfully to
0l6dudmaré (the Supreme Being) and enqguired from
Him, the reason why his family was being deprived
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of these basic necessities of life, especially
children., After listening attentively to the
poor old man's complaints, Olbdimaré pitied him
and promised to ULless the family with only one
thing among four alternatives. Unfortunately,
however, this 0ld man was mandated to choose
only one option out of the four alternatives.
Those four things from which he was asked to
choose one include owb (money), gmo (children),

Suarm) (patience) and atk(iléwe (longevity):

Thereafter, Olbdumaré advised the man to go
back to his family and discuss with his people
what choice they would make, but reminded him that
they should make only one choice. This new develop-
ment posed a big problem to the poor man and all
other members of his family for the fact that they
could not reach a consensus as to how they could
make a reasonable choice out of the four alter-
natives. At last, the final decision was left to
the man alone; 224, after some ponderings over the

issue, this man, probably out of inspiration,
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decided to choose Suard. On the other hand, he
might possibly have made this choice duq to his
vast experience of life and the popular belief
among the Yorib& people which stipulates that no
one succeeds in life without Sufird. This accounts
for the Yorib& adage which says, Agba tb6 ni siirm,

ohun gbogbo 16 ni (An elderly person who possesses

patience has everything). ‘
Getting back to 0l6dimaré in heaven, the old
man chose to have siGri.amdforget owd (mongy),
omo (children) and ilkdléwe (longevity). As
promised earlier, Qlbdumaré released S)ard to the
poor old man and kept the other three items with
Himself in heaven. .But no sooner had SuGru left
the abode of QOlbdimaré than Owd (money), Qmo
(children) and Aikfiléwe (Longevity) could not
further withstand the agony of SiGrfi's absence
among them. They therefore went to 0lbddmared
and pleaded with Him to release them to Sutm
so that they would stay permanently with him in
his new abode. Without much ado, 0lbdumared

accepted their plea and approved their request;
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and the three close associates of Suard (Patience),

Owt (Money), Qmo (Children) and Atkuléwe (Longevity)

went to meet SuGrd (Patience). Thus, the peor cld
man and his family were in possession of Sufird
(Patience), Owb (Money), Qmo (Children) and
Aikfiléwe (Longevity). This popular folktale has
been rendered in song by a popular Nigerian musi-
cian, Ebenezer F&biyli Obey, under the title "Sufird,
16 d&ra".

The play, "Sutrul L&gb@?starts from the- black-
smith'"s shed. There are periods of business trans-
actions and periods of greetings, entertainments
and jokes. Everything proceeds casually as if it
is in real life. Customers are seen haggling over
prices between each otheryas we experience in real

life.

The play continues with a riddle being told by
18014, one of Oghinj&nd's friends, and which is
expected to be deciphered by Oglinjfnd. In this
riddle, igg;g tries to convince his friend tha; the
best part of an animal is the tongue and,again, he
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insists that the same tongue is the worst part of
an animal. This submission surprised 0 jdnd's

father who immediately intervened and demanded
further clarification from 1gdl&, his son's

friend. To their utmost dismay, 15014 explained
that he calls the tongue the best part of an animal
because it is the tongue which is always used to
preise or commend a man and also it is the same
tongue men use to slander each other. It should

be noted, however, that the riddle told by 1s¢la
at this moment is intentionally used by Ogtinmdlh

to prepare the way for a future incident that

would take place in the play.

Not quite long afterwards, a message came

from Bab& Origd-¢keé inviting Oglinjhinad's father

(igbede-égﬁn) for an urgent discussion. Taking

BALA Origd-d0keé's status into consideration,

Agbéde-Oghn wasted no time in answering the call,
and before his (ﬂgbedg-Ogﬁn's) arrival, B3b& Ortsa-
0k& had called his wife, Ayinké and their three
daughters, K¢yindé (nicknamed Sutri), T&yéwd (Owbd),
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and 1ddwli (Qmp). These three girls are warned and
advised on the impending risk of wasting time in
choosing responsible men who they would marry.

However, Bab& Orlsd-dké informs his daughters of

his intention to betroth one of them to a man of
his wish but assures the remaining two daughters
that they are free to choose whoever they like to
be their suitors. To this, the three girls

willingly agree with their father and await further

action.

Getting to Babs Ortsa-Oké, Agbdde-Oglin - is

surprised to hear from him (Bab4 Orisa-Okd) that

the family has decided to betroth one of their
daughters to his son, Ogggjana'and that the boy
is free to choose among the three girls the one

he likes best as his wife-to-be. Unfortunately

for ftgbed’g-bgﬁn,. imspite of his repeated warnings

and advice to his son to choose T8y6wd who symbo-

lizes money, Oghnjénd chooses Kéyindé, who is a .

symbol of patience, out of his own volition.
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Traditional Yorub& greetings are prominent
here. When Agbdde-Ogfin enters, Bab4 Orisa-Oké

is seen showering chants of praise names and

praise poems on Agbdde-Ogfin and greeting him in

the traditional Yordb& way. In turn, Agbéde-Ogfin

responds courtecusly and his responses show that
he has been nurtured within the Yorub& traditional
community where respect for elders is of paramount
importance.
givis

The incident which follows/glimpses of the
traditional system of adjudication among the
indigenous Yorib& people. There is a misunder-

standing between Ajéborfggbbn and his spouse, and

we discover that Bab& Orisa-Oké is there to

settle the dispute for them. It may be recalled
that, in the traditional Yorub& communities, -

disputes or feuds are always settled by the elders

who are believed to be competent enough to handle

such cases.

Qgggj&na and his father come in and the "
matter of choosing who he likes best out of
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Baba-Orisd-Oké's three daughters is settled,

and it is a surprise to Rgbede-égﬁn to see that

his son does not hearken to his advice: that Owb
(Money), in person of Tayéwd, is not chosene
Meanwhile, the wedding day was fixed and everyone
was preparing for the great and memorable occasion.

On the appointed day, however, the f'ather-in-law

(Bab&-Orisa-Oke) starts to pray for the couples
in typical Yorub& traditional fashion. The

language used here is" noteworthy. In his prayer,

for instance, Bab& Orisa-Oké asks that her daughter

will produce both male and f£emale children for
Ognjand when he says, "Y66 bi yaya, y6b bi yoyo
ftn ¢o" (She will give birth to male and female
childrem for youy) Also, when Agbdde-Ogin looked

depressed at his son's choice of Kéyindé (SuGr)
and his mother-in-law asked why he was in that

unhealthy mood, Bab& Orisa-Oké said, " Owha

ki 1 12 kinG bbldkds! (A cotton seed does not break
to the annoyance of the farmer.) There are many of

these proverbs, maxims and aphorisms in this

play. which show that Ognmpla was a skilful user
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of traditional genres of orature.
Another incident worth noting in this play
is the Yorub& system of inheritance. Baba-Orisa-

dké& decides to share his property among his
children and does this as he likes. He gives all

the moneyY he has to Tayéwd who,they assume‘is an

enterpriging child and whose name symbolizes -

moneyY. All the houses and fertile lands are

S
given to Iddwlh who, as we were earlier told, likes
children, while the barren or unproductive lands

are given to Kgyindé, the eldest child.

It should be recalled that the custom of
inheritance is very significant among the Yorub4,
as with other communities in African countries.
It should be noted, however, that, though it is

not usual and customary for one to share his

properties when one is still living as Baba

Orisa-Oké did in this play, Kol4 Ogtinmblé probably
uses this technique to pave the way for what<*would
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happen later in the play. Apart from this, the
way Bab& Orisd-Oké shares his property, giving

Kéyindé the barren and unproductive landé, while
he gives money, productive lands and other proper-
ties to Tayéwd and 1ddwh respectively, may seem

to be unreasonable to some people, yet Oglnmpla
later gives us an insight into why he does this in
the plot. We are made to realize the usefulness
of this technique when T&yéwd and iﬁgﬂg finally
came back later to put all their properties in

Kéyinde's care -and custody.

The significance of the name, SYirh,manifests
itself after Kéyindé has legally become égggd&nA's
wife. With patience and endurance, she lives with
her husband and she averts several domestic and
marital problems that could have broken their
marriage and also arbitrates successfully in a
dispute between bgggjéna and one of his customers
which might even have led to a horrible and cata-

strophic situation for the family and Oglnjéns

in particular.
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In the original folktale earlier narrated,
we could deduce the Yorub& philosophy yhich states
that anyone who possesses Surd possesses all
essential things in life, whether material or
otherwise. The old man and his family in the
above folktale were able to acquire money, children
and loqslife due to their wisdom and courage in
choosing SuGrd out of the four alternatives put
before them. Having possessed these things,
we are told, the family in question became happy

and prosperous for the rest of their livés.

In "Sdard I2gbd," Dghnmbla personifies
Suard, Owd and Qmo and calls them Kéyindé,

Tayéwd and 1ddwli respectively. Similarly, in the
Yorub& folktale narrated above, Sifird, Owb and

Omo are personified and made to live with
Olbddmard. In Kplh Dghnmblé's play, "SQtrd Lagbag!
Keyindé, otherwise nicknamed "Sdarw) is the
eldest daughter of Bdb& Orisa-Oké, though in the

folktale, we are not told of the position he holds

among the four personified beings mentioned. In
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dgtombla's play, "SMrd Idgbds it is worthy of
note that Kéyindé's behaviour proves her worth as
the mythical Suard. Therefore, giving this
personality the name SUrd or K&éyindé is not a

co-incidence. Ogfinmblé has his reasons for doing
this. He is probably pointing out here that !TPe
age' and 'patience' are synonymous and symbolic.
According to what obtains in this play, Kéyindé
proves her worth as the eldest child of Bab&-Orisa-

Ok&, and her name as a symbol of patience when she
voluntarily agrees to her father's wish and order
to marry égggjén§. Also, she later keeps mute and

agrees with her father's decision without a grudge

when he (Bab& Orisd-O&g) shares his properties

among his daughters in a way that seems unfavoura-
ble to Kéyindé. However, with some degree of
pétience and endurance, those properties are later
returned to Kéyindé by her sisters who asked her

to take full and effective control and custody of
them.



Kola Oghnmdla as Ogdnjhnad's father (left)
discussing with his son, bgﬁnj&na (right) im
the smithy in“Sutrd Lagba%

Photo by courts .Yy of the Institute of African
Studies, University of Ibadan Fhotographic
Division, 1968.
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Meanwhile, it appears that Oglinmpl& is
trying to point out in this play that pgtienceAia
most significant and essential for a peaceful and
harmonious living. Here, he is probably giving a
note of warning to everYone, particularly thg
youths of our contemporary age who are always too
impatient in their actions or behaviours. Such
youths are enjoined to face life with equanimity‘
if they wish to reap the fruits of their labour
and live a happy and successful life. This is
why the traditional Yoridb& people believe‘that
patience is the best form of behaviour and

commonly say, SuGrd ni baba iwd (Patience is the

most supreme of all behaviou ).

One should also note that Bab& Orisa-Oké's

family is a symbol of peace, responsibility and
unity. We dfiscover that all members of this
fémily work harmoniously together for a common goal.

Due to their co-operation and peaceful operation

within the family, they were able Lo overcome -some
problems which could have rent them asunder.
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Though there is naturally no group of people
devoid of petty strifes or misunderstandings,
we are not told that such an incident occurred

within Bab& Orisd-Oké's family unit. This might

be as a resultol the co-operation and mutual

understanding that existed among its members.
Consequently, if every family could emulate this
noble example, peace and concord would reign
supreme in our contemporary period. This is pro-

bably why Ogtnmdl& in his concluding song says,

E jé & ni in,
P j& & ni in,

Sufird 1lagba,

E j& & ni in.
Bémodé b& ni in,
0 léhun gbogbo

B&gbad b& ni in

O 16hun gbogbo
Sutrd lagba
E jé & ni in.2

Let us possess it,
Let us iossess it,
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Patience is the best,
Let us possess it.

Youths w0 possess it
Possess everything

Elders who possess it

Possess everything.

Patience is the best;
Let us try to possess it.

The above song explains vividly the signifi-
cance of having patience in one's life. Oglnmblé
reiterates here that it is mandatory for anyone
who seeks for peace to possess patience which,

among the Yorub& people, is generally believed to

be the best form of behaviour.

ii.  QOgbdn Ju Agblra (Wisdom surpasses power).
In Yorub& philosophical thought, it is
believed that a man/woman must possess or be
blessed with abw.iant wisdom before he/she coyld
overcome some knotty problems of life, and this
he/she would use to tackle some sensitive and

delicate issues that may crop up within the
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society. Consequently, the indigenous Yorub&

women (particularly some of the traditionalists)
are of the conviction that, whatever amount of
power or authority a person has, it would be
useless and worthless without a correspoﬁding
quantity of wisdom to complement it. This eiplains
why the Yorib& people say, Al&gbhra m& mérd, baba

0le ni 1§ se (A& powerful but foolish man is the

father of all indolent people). In this case,
there is a general-consensus among the Yorldbé
people that every creature, irrespective of size,
within the group of low and high animals must be
knowledgeable and wise in order to be able to
overcome the ups and downs in life, and to live

a meaningful and successful life.

"0gbdn JYU Agb&ra" seems to have been adapted
from the legendary tale of Morémi, an If® queen
and heroine who, through her patriotism and
selfless dedication to her people and the then
Yordb& nation in general, suffered greatly infthe

hands of the enemies so as to free her people from
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the menace of the historical Igbd people.3

similarly, in "Qgbdn Ju Agb&raf the princess of
Onikf&nfin released her people from the perpetual
bondage to which the people of 0168ya had subjected
them. She therefore went to meet the war captain
of 016dy4 in his domain, disguising herself as an
innocent and honest visitor in order to lure her
vietim into revealing the secret behind his (war‘
captain's) town's success in wars. After accompli=-
shing her aim, she absconded in a manner gimilar

to Moremi's episode, ran back to her people and
informed them of the secret that had just been
disclosed to her. She therefore started to instruct
and educate her people about how they could prepare
fully for subse.:ent and imminent war. At the
subsequent war thereafter, the people of Onik&nfin
ware able to defeat the people of 0163ya town and
take them captives. In this case, the princess of

Onikéntn had run the risk of posing as a friend to
the war captain of 0160y2 in order to get ther

secret behind his (leéza captain's) town's succe-
sses in wars and thereby manipulate this knowledge

to free her people from their age-old bondage.
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It is pertinent to point out here that
dghnmbls was probably of the view that courage,
perseverance and dedication are mandatory or
essential for the accomplishment of one's goal
in life, and that everyone should learn to be
patriotic and selfless in order to achieve the
desired progress and rapid development of the

society.

Oghnmdl& probably believes that, for an
effective maintenance of the status quo, éach
member of any society should emulate the good
example of the princess of Onik&nlin who, like
the legendary ugreﬁi,selflessly submitted herself
and dedided to face the attendant rigours in order
to attain freedom for her people. Meanwhile, the
glay reminds us of the Yordb& belief that abundant
knowledge and wisdom are necessary ingredients to
achieve greatness in life, and that these are not
a monopoly of the male sex. In this case, it seems

that ﬁgﬁnm¢la was trying to educate some people in



157.

our contemporary age, who believe that only the
menfolk are naturally endowed with power and
wisdom, that they should change their thoughts
and note the incident in "Qgbdn Ju Agbara".
According to our experience in this play, wisdom

is not a monopoly of either sex; it cannot also

be determined by age or personality. This accounts

for the reason why a Yorlb& maxim says, Qmodé nf}ﬁ,
4gbd nigé la fi d&le 'Fé (the land of If@ was

established through the mutual co-operation of both
the young and the old people). Also, our day-to-

day experience gives us more insight into the
authenticity of the above contention. Indeed,
several women who felt within themselves that they
were created to play a subordinate role to that of
pheir male counterparts are now realizing their
misconceived opinion and struggling hard to play
their parts as partners in progress and in the
@éevelopment of their society or family. Some
enlightened women in the contemporary period are
even forming corporate groups and organizations

to educate their colleagues, who still hold the
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notion that women are born or created to play
second fiddle to their male counterparts, that

this opinion should be shelved.

Evidence has shown that there are women in
historical records who have distinguished themselves
above several men in their societies and have' taken
leading roles in several aspects of human endeavour.
Iike the legendary Morémi of If¢ fame, and the
mythical princess of Onik&nGn in "Qgbon Ju Agb&r;",
severgfl}lt?gw take up the challenge to dedicate
themselves to the good cause of women''s e;ancipa-
tion, and the conviction that women should see
themselves as complement and partners in progress

~

to their male counterparts.

Meanwhile, one should note the importance of
co-operation and unity in the progress of any
nation. With the unflinching support given to the
king of Onik&nfin by his subjects, the town was able
to subdue their enemy and capture the war captain

of 0168ya4. The Qba, as we have realized in &iis
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play, usually seeks the advice of his subjects

and readily offers them the opportunity.to bring
forth valuable suggestions that could be harnessed
to solve some of their problems. He was neither

a tyrant nor a dictator; hence, he was able to

gain the consent of his people.

dghnmdl4 seems to be sounding a note of
warning to our present leaders, be it in governmént,
religion, business, or private life, always to seek
for their people's support and co—opéfatibn in any
venture theyY might wish to embark upon. He seems
to have believed that a nation can only achieve
greatness through éo—operation and understanding
from the people. This contention can be corrobo-
rated with the statement of the king of Onikénfin
yho says, Bi & b& sigi léyin ogba, wiwd ni i wbd

(If there is no support for someone by one's people,
one may not be victorious in one’s endeavouré.

This indicates that, without the co-operatiog of

the followers, it may become difficult for a'

leader to achieve success. The king of Onik&nfin
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was wise enough to realize this simple ethic and

was victorious at last.

Finally, Oghnmblé apparently frowns at pride
in its totality. In this play, the war captain
of 016dy4 started to boast, exalt himseif and
cast jokes against the people of OnikénGn. He
depended solely on power but forgot that wisdom

surpaséés power, and this is why the princess from
Oniké&nfin could play upon his intelligence by
enticing him with palmwine in order to fihd out
the secret behind his continual successes in wars.
Of course, the Yordbé& people abhor pride and
dislike anyone who is arrogant or egocentric in
his or her behaviour. It is believed among the
people that pride often leads to destruction,

. hnd.this is why we often hear the Yorub& maxim

that says, Igbéraga hi i siwhjh iparun (Pride

often leads to destruction).

In "Qgbdn Ju Agbhra, therefore, OghnmbpHa
perhaps tries to bring out the importance of
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patience and humility in human life. Moreover,
he seems to emphasize the urgent need to mobilize
ourselves irrespective of age, status or sex for

the advancement and rapid development of our

society. Naturally and as one can deduce from this
play, an ideal society can only evolve througﬁ the

acquisition of knowledge, abundant wisdom and
mutual co-operation among its inhabitants. These.
must also be complemented with dedication, patrio-
tism, selflessness and total humility by every
member of the society. If these could be achieved,
probably our society could become a peaceful,

coherent and developed one in the nearest future.

The use of the town-crier at the beginning
of the play is noteworthy; It may be recalled that
this practice is customary among the Yorib& people.
Id the traditional past, each Qba has his own town-
crier who he sends on errands either to the genera-
1ity of the people or to individuals. The town-
crier therefore goes to the market-place or o;her

public places to announce the Qba's message to his
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people. Occasionally, however, this method of
communication is still being used in some Yorub&
towns up till today. The method may bé used to
call or summon the townspeople to important
meetings, to announce the commencement of impor-
tant traditional festivals or to warn the people

about an impending disaster.

The bone of contention between the people
of 0164y2 and those of Onik&n-Gin towns is not
unconnected with lland dispute. It may be_recalled
that this has been the tradition among the Yorub&
people since time immemorial. Feuds over lands
and landed propqrties are usual occurences,

even up till today. This may erupt between one
man or family and another, between one State/

_community and the other. Reference may be made to
the current imbroglio between the peoples of the
border towns of Qyb and Ondb States over boundary

adjustment, and also the recent Gulf war which

virtually developed into a global warfare.

-

'Similar disputes are not uncommon in our societies

throughout the world today.
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The war songs sung by the peoples of Onikén-tn
and 0168y4 towns should also pe noted. Here,
Oginmb18 made use of the audio-visual resources of
the theatre. It reveals a clash of powers. While

the Oniké&n-Gn warriors are singing the song,

"Oni & ro,

Oni & ro,

Edldmo ki1l fdmo ré¢ o,
Oni & ro.*

Today's encounter will be really tough,
Today's encounter will be really tough,
Every one should be forewarned,

Today's encounter will be really tough.

the 0166ya warriors are simultancously countériag
it with the song,

B6 1& dogun,

Kb dogun,

Bb 1é dogun

Kb dogun,

0jo pewée kbko, -

B6 18 dogun,

Kb dogun.5
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If it would result to war,
Let it be so0s

If it would result to war,

Let it be s0,4

Rain,. beat the cocoyam leavgs,

If it would result to war,

Let it be so.

The simultaneous singing of both songs reinforces
the conflict and the determination of each side fé
win. War songs of this nature were a common feature
among the traditional Yorub& people, espeéially
during the days of inter-tribal and inter-necine

wars which nearly rent them asunder.

The theatrical ending of this play is in
harmony with the Yordb& custom of bidding one another
farewell. The war captain of 0164ya's farewell
song reminds us of the Yorib& custom whereby one
who finds himself/herself in a critical situation
starts singing a song expressing lamentation or
sadness. At this point in time, the war captain
of 0160ya seems to realize his folly and starts
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regrettinghis past mistakes.

This play is a moral fable which Oglnmblé
probably intends to make use of in order to teach
the young generation how to embrace the virtues
of a morally upright life.

iii. 0j6 la ri (Appearances are deceptive,)

This play narrates the story of a pair of .
friends, Ajifowbwe and Al&id&a. We are told that
Ajifowbwe¢ was faithful and honest but Al&id&a
proved to be an hypocrite. In a nutshell, the
folktale tells us how Al&1d&a usually treated
with levity higafﬁiend's efforts to get children.
There are occasion%?%hich he went secretly to the
priest of Iwinmi (river goddess) to forestall his
friend's struggle for children. Even after
"Ajifowbw@ had been blessed with a male child
(Akinlawbn) by the river goddess, Al&idha was
instrumental to the tragic drowning of the boy in
the Abﬁﬁbﬂt&n river when Ajifowbwd, his fri%nd,
left the young boy in his (Al&1dha's) care when
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he went on a short business trip. Despite the fact
that Al&1dfa had been instructed and warned before
then not to let Akinlawbdn go close to fhe bank of
river Abldbltén, he (Al&idéa) intentionally sent

the boy to the tabooed river to fetch some water

for him. Though the small boy reminded his father's
friend of the taboo surrounding him and river
Abddbutén, this reminder fell on Al&id&a's deaf
ears, for he insisted that Akinlawdn must go to

the river and fetch water for him. The helpless

small boy was therefore forced to go to the river

where he got drowned instantly.

When Ajifowbwé and Ajoké& returned from their
journey, Alaidha prétended and denied any knowledge

of Akinlawdn's whereabouts. Therefore, a search
party was organized, and, after frantic efforts to
get the boy, it was discovered that he had got
drowned in the river Abddbitin and that it was
Al&1d8a who was behind the incident. After several

efforts to recover this boy from the river geddess
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had failed, the priest of the water spirit asked
all those who were present at the scene and who
knew something ahout the happening to confess
openly, but Al&tdha claimed that he was innocent.
At last, Al&idBa's mischievous ways were revealed.
He was therefore rewarded agcordingly. He was

made: to become deaf and dumb by the river goddess

for perpetrating such a mischievous acf.

Tooking at the play, one sees Oglnmdlé''s
narrative techniques when he made Al&id&a to act
as a backbiter to Ajifowbdwd who, we were told,
was his close friend. One may also wonder why
Ajifowbwsd and Ajoke failed to take their son with
them on their journey. Oghnmdléd did this intentiona-
11y to accomplish his aim. Meanwhile, Oghnmblh's
message is clear. . He is probably advising or warning
pe&ple of the contemporary Nigerian society to be
careful in their ways, especially in choosing frienmnds,
inferring that peonle of Al&1d&a's calibre are
numerous in the society. This is in harmony ';th a

modern day saying which states that Oré ko si 35;
k& wéni b& rin 16 k3 (There are no honest friemds
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any nore§ those whom we mow move with are mere
associates.). .

6g&nnbla seems to believe that hypocrisy
is a devilish act which, according to Yordbé
traditional belief, attracts retributive justice.
In the play, therefore, Al&id&a was instantlf
punished for his mischievous deeds, while . °
Ajifowbws, on the other hand, was duly compen-
sated and blessed for his open-mindedness,
transparent honesty and unalloyed faith %n man
and God. Ajifowbw@ was blessed with a male child
and, as his name implies, he might also have been
blessed with money. Alb1dbéa, in turn, was a
peasant farmer who toiled day and night to make
a living. In this play, we discover that Al&id&a
himself was struggling to have children but,
brobably due to his waywardness and evil

machinations, he was not blessed with any.

Vghnmplé is probably warning or advising
the people of his time and the future generations,

particularly the Nigerian society, to be very careful
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and selective in choosing friends or associates

as people of Al&idhs'a calibre are numerous. 1In
this case, the traditional Yordb& people believe
that, as there are good friends, bad ones also
abound, and this is why they often say, Or§ ni %
pani, r% ni i la ni (It is friends who are often
instrumental to one's fall, it is also friends who
are instrumental to one's progress or well-being),
Unfortunately, in "0ja la ri", Al&idka is a mis-
chievous friend who proved himself to be an instru-

ment of destruction against his friend (Ajifowbwd)

who loved and tristed him immensely.

Furthermore, Oginmdl&a depicted Al&1dha as a
wolf in sheep's clothing and probably intends to
warn his audience to steer clear of men and women
qf questionable character, since appearances are
often deceptive. In the traditional past,
however, this sort of behaviour was not common and
the average person seemed to believe that he{phe
was his/her brother's keeper, and that 0lbddmarad
is a God of retributive justice. Consequently,
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the fear to behave in a way contrary to the people's
ethical belief was not'as a rule,in the people's
hearts. Unfortunately for the contempdrary gene~

ration, the reverse is the case.

There is a sharp contrast between the action
of Ab3bi's friend and that of her husband's friend
(Al&idéa). While Al&id&a proves to be a dishonest
and treacherous friend, Abgbi's friend behaves in
a loving manner. She hoﬁestly advised her friend
(Abg¢bi) to discuss with Ajifowdwd how they would
consult the Awdrd Iwinmi for children. Tiis they

successfully did and they were later blessed with
a male son, Akinldwbn. The title, "Ojfr la ri is

shortened from a Yordb& maxim which says, 0jf la
ri, ord 3 dénh (Appearances are deceptive; there

may not be true affection beyond the surface.).
Tpis implies that healthy or bright facial expre-
ssions do not always depict true love or affection
for one''s fellowman., Some people like Al&idfa of
this play often hide their true colours and «

pretend to be good, whereas they later prove to be
green snakes under the verdant lawn. Therefore,

Oghnmpls is probably reminding the contemporary
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generation thet not all that glitters is gold,
and that we should be extra careful in assessing
people's appearance since people like Aiaidaa are
numerous within eur society. This does not imply
that trustworthy and honest people or friends do
not exist. What the late Kpli Oghnmdl& probably
wishes to remind us of in "Qjh la ri" is the fact
that honest friends/people are very rare in our
complex society. In the light of this, Ogﬁnmblé‘
perhaps feels that one should love all but trust

a few.

The plotting of this play and Oghnmbla's
narrative technique are adroit. He made Al41dla
to behave in a mannér that would show him to the
audience as a dishonest person while posing as
a righteous man out-wardly. For instance, Al&1d&a

went secretly several times to the Awdro iwinmi

(the priest of the water goddess) to backbite his

friend, Ajifowbw®. At a point in time, he
(Al&1dha) advised the awdrd to make it impossi®hle
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for Ajifowbw¢ to get children. On the other hand,

Ajifowbwg is made to display naivety as .he always
deals honestly with his friend (Al&idha) and puts
all his trust inchim. In the play, there are
several occasions when Ajifowbwd discloses to and
discusses. with his friend (Al81dba) personal matters
concerning Abébi's barrenness. This is probably
why, on one occasion, despite the fact that his

wife had continually warned him to desist from
disclosing their personal secrets to Al&idaa,

Ajifowbwéd says to his freind, "Mo fokan tén ¢

tén plpd" (I wholeheartedly trust you).

It is pertinent to point out here the Yoridbh
adage which says, "Irirf ni 1 kfni 18kQbH"
(Experience is the best teacher). Akinlawbn, though
a young boy at the time of the incident’séems to
have got series of life experienceg. He is able to
recall into memory the sad events he had experienced

in life. BSensing that he was in danger, Akinlawbn
starts to sing a song of fear and premonition:
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He recalls his experiencesin life and probably
commenés his father's honesty when he says,

B& o ba ti kf,

A & ma rihun rd,

Ajifowbwg, baba mi kére 6.2

If we do not die prematurely,

We would have series of experiences o relate,

Ajifowbwg, my father, I commend You.

The second song sung by the water spirit is

also significant. Here in this song, we are
informed that Akinldwdn has been transformed and
taken to the spirit realm due to the fact that

the taboo surrcunding his earthly existence has

been broken. This song is appropriately used

here as it moves everyone at the scene and the

effected men start to dance. In this play,
bgﬁnmblé draws a sharp contrast between Ajifowdwd

and his friend Al&id&a, as we have seen above.
Ajifowbdwe is an honest and simple-minded person

while Al&1d&a behaves mischievously and tre&éhe—
rously. This contrast can be equally applied to
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our daily experiences between one set of friends

and another in the contemporary situation.

iv. Ajé ki 1 gbé (Well-earned money is never lost).

"Ajé ki 1 gbé" 1is a title derived by KHlé&
Ognmdlé from another popular maxim which emanates

from a folktale among the Yordb& people. In "Ajé °

1
ki i1 gb&, the fable of three robbers who robbed a

prominent business woman (1y& al&wfije) of her

legitimately-earned money and ran away with the

loot, is narrated. However, due to selfishness, the
robbers who could have shared their loot equally

among themselves hatched a plan, secretly and indi-
vidually, to eliminate each other so that the money
would not bg' shared by the three men, but remain in
the ‘possession of one of them. This plan materialized

and the three robbers killed one another, leaving the

money behind. At last, Iy4 al&whje, through the
assistance of some food vendors, traced the robbers
to their hideoutj and, fortunately for her, she

recovered her money and became very happy.
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In this play, Oghnmdlaé emphasized the general
Yordb& conception that any legitimately acquired
wealth will not elude its owner. If such wealth
or property got lost or stolen, it is believed that
the legitimate owner would recover it eventually.

This explains why 1ys aléwhje was so fortunate to

recover her stolen money after S&abada, Al&pard and

Jal8kin-é¢ had killed each other for selfish reasons.

Ognmdla also looks at the havoc being perpe-
trated by robbers and thieves in the cantemporary
society. He showed the nefarious activities of
saabada, Alfpard and J&lgkun-& when they deprived
Iy& aléwlije of her legitimately earned money, thereby
leaving her to be imfoverished. In the same vein,
several people in our society have been afflicted
withmpoverty through the menace of armed robbers
an@ their evil machinations. Apart from loss of
properties, the lives of a great number of people

in our society have been terminated by devilish armed

gangsters.

However, Oghnmdlé seriously stated that it is
unfortunate to se= that the majority of these
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gangsters are people popularly known within the
society. Some of them even collude with. some bad
eggs among the law enforcement agents by making
friends with them in order to accomplish their
mefarious aims. He also noted that several pepple

who should expose the activities of these men of
dubious character are very cowardly. This claim
can be substantiated by the comments of the food-,

sellers and those of Bab& al&w(ije in the play when

they say,

Baba Al&whje: Byin n&ad md won,

Iya o16tinje niyi

Iya olbtnje: " Hawd, kO séni ti & md won
nildt yii; awon gbéwiri!

Cowpea seller: You also know them very well.
This is Mam&, the food vendor.

Women food vendors: Yes, indeed, there is no

one in this town who does not
know them, the thieves!

In this play, it is discovered that S&abadé, Al&pard
and J&l¢kin-4 were popularly known by people in the
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community as criminals but no one was bold enough
to challenge these people and expose their dubious
activities.

"pAjé ki 1 gbé" also gives us some insight
into some popular economic activities among thg

Yorub&. Here, Iya aléwhje and Baba alawhje trade

in cowpeas while the food vendors are busy selling
in their canteen. Also, the palmwine seller
features prominently in this play. These trades
are some of the popular business activities among

the Yorub& people, particularly in the urban centres,

The mention of Al&kOwé in this play may make

us believe that Ogtrmdlh was recapitulating his

experience at .the time when the BEuropeans had just
taken over the government of Nigeria. , and some

iqdigenes within the Nigerian society were offered
white collar jobs in government establishments and

private industries. Alékgnﬁ in this play would be

someone who had been given western education and

was working as a government official.
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Moreover, Oginmdla seems to hold the view
that responsible people in our society should, as
much as possible, cut their coats according to their
cloth. He is probably of the opinion that, without
contetment, some of the problems facing our genera-

tion may not be solved. JA&lékiun-&, Al&pard and

S&abada were anxious to get money at all cost and

by all means, and were not contented with what could
have been their shares out of the lootg hence, they
met their doom; We also discovered that these three
robbers spent the money they got through dubious
means lavishly because they did not sweat before
getting it. In contrast, Al&kowe, wno gut his money
from a legitimate source, could not spend it lavi-
shly for the fact that he sweated before he got it.
In this case, Oghnmdlé was probably re-emphagizing

a Yorib& proverb which states, 0dgdn ti a kd fowbd

se, éyin 3ard ni 1 gbé (a2 medicine got free of

charge is usually kept at the back of the hearth);
that is, anythinz acquired without sweat will be

carelassly used. Meanwhile, the play tends to warn

against the illegitimate acquisition of wealth

because such property may not last, and could bring
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calamity upon the possessor. The plot whereby
iya alawlije¢ pursued the robbers to the.r enclaves
is not real to life. It is for the convenience of

the plot of the play. In real life, such an action

may be very risky, and the robbers may even take
the life of their pursuer. AnyYone who lost hié or
her property to hardened criminals like S&abada,
Al&pard and J&lékiun-¢ in "Ajé ki i Ebé" would net
be advised to take such a risky venture. On the
contrary, such a victim may be advised to report
the case to the police for redress. Therefore,

it can be deduced from the play that K6l& Oghnmblé:
intentionally creates the plot for the convenience
of the play% message.

Ognmdlh's plotting of and characterization
in the play are adept. Characters do not change
drastically during the course of the drama and we
see bgﬁnmplé as a skilful dramatist who brings
everything to his audience as if they are in a real

life situation. The play makes an interesting’

historical study ' . of the 1960s when the Nigerian
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economy was very buoyant. At that point in time,
five~shillings was enough to feed one or.two people

satisfactorily at a time, whereas about twenty
years after, one could not boast of feeding one

person satisfactorily with five naira. The plgy
is true to the society and it portrays the happe-
nings within it.

The play presents us with good people and
charlatans as well, and also contrasts the educated
elite with the traditional petty bourspﬁos} class.
Oghnmdlé uses a good mixture of Yorub& dialects,
notable examples of which we have seen in the play.
For instance, he made the palmwine seller to speak
in 118 dialect to portray them as versatile and

professional palmwine tappers in Yorub&land..

The concluding song tells us of the Yorubh

philosophical thought which states that well-
earned money is never lost. The play, however, is
a traditional fable which draws moral lessons et

the end.
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v. Asooremhsikd (He-who-always-does-good-and-

does-not-perform-cruel-acts).

This play narrates the story of a man in
Yorub& folklore, who was popularly known and

acclaimed for his good deeds to every man and

woman that came his way, Asooremisika was

kind-hearted, honest, simple-minded, and was
loved by all and sundry. Unfortunately, however,
a man who pretended to be honest and responsible

came to Agooremésikd's hut carrying some.loads,

which Agooremagika thought belonged to his guest.
As usual, Asooremfsikd did not hesitate to
accommdate pig new. guest. But not quite long after

then, the owner of the stolen clothes which

Agoore'§7guest brought inside the hut pursued the

man and rounded him up in the hut.

The man was therefore accused of stealing,
but he denied any knowledge of the clothes found
in Agoorem&glkd's hut. In the 1light of this
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development, Agooremfigikd and his guest were
arraigned before the king of Ald town wpere they
were charged with stealing. It should be recalled
that Asoorem&sikd had earlier on assisted the

Dba's prince in tracing his way back home after he
(the prince) had got lost for several days. Fortu-

nagely for Asoorem&sikad, the prince who he had

assisted was present when the theft case was brought
before the QOba, although the prince was not able‘to
recognize his helper at first.

Meanwhile, Agoore and his guest stated their
cases before the king and his judicial council,
each denying any knpwledge of the clothes found in
Agoore's hut. But luck was on Agoore's side when

those people he had assisted in one form or the

other and those who knew him to be a good, honest
and kind-hearted man were able to recognize him,
gave reminiscences of his past good deeds to people
and strongly defended him. They informed the king
that Agoore was a man of probity and transpaf%nt
honesty and that # could not be ‘he . who stole

the clothes. They brought back into memory how
Agoore usually helped people and assisted them when

necessary.
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At last, Agoorembgikd was identified by the
prince of Ald to be thid?ld man who helped him to
trace his way back home/some time past. Therefore,

Asooremfsikd was discharged and acquitted and was

compensated with plenty of money, houses and other
valuable goods for his past deeds and generosity

to people. On the other hand, Agooremasika's

guest was declared guilty of stealing and was

consequently convicted. In this play, Asooremagika

is being presented as an honest man who always
does good without grudge. This behaviour‘has been
part of him to the extent that he may not think

that he could get into such a horrible experience

in his life.

People of Asooremégikd's calibre are now very

rare, if they exist at all. Asooremhsikd is so

generous, kind-hearted and philanthropic to the

extent that he is nicknamed Asoore-bi-eni-gd (one

who performs good deeds as if one is foolish).
The play, therefore, tends to emphasize the !pruba
belief which states that anyone who sows evil
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wouldAreap the same, no matter how long this

might take to come. It shows hypocrisy and the way
one should view it. It convinces one that, those
who behave well and do good to others would always
be compensated with the good things of life, what-
ever suffering they might come across for doing
good to their fellow human beings. It is realized
that, despite his generosity and kind-heartedness,
Asooremésikd suffered from an undeserved punishmeﬁt
when he was falsely accused of stealing. However.:,
he was finally declared innocent, was releésed and
was equally compensated for his past good deeds, ‘
generosity and kind-heartedness while, on the other
hand, his purported:guest was punished for his
dubious acts. This corroborates a Yorib& adage

which states, 01686t6 0rd ki i 1é&ni, siugbbdn kd

ni i1 sin nipd tka 18818& (A honest person does not

have mats - that is, properties but will certainly
not sleep in the precincts of the wicked). 1In
this case, Oghnmdld is emphasizing the Yorﬁba:belief
which states that good deeds pay, no matter the
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amount of problems one may encounter in the

process of doing them.

Agooremfgikd was singled out among many

people within his community as a saint in human
flesh. There are various instances where this can
be proved. For example, Asoore called back the

woman who sells agidi (&ko) and declared that she

had overpaid him and therefore returned the excess
money paid to him hy the woman. He also gave back
to the woman her shawl which she had forgetten

earlier on in his hut. Moreover, Asooremésikd was

in the habit of entertaining people who passed by
his tent with either food or other things he had.
We were told in this play that he offered kolanut
to ElébuGté, among others, and also entertained
the prince of All with agidi and soup. He was
indeed very generous to all those that passed
through his farm or who came to visit him in his
hut. This is in harmony with the Yorub& custom
and practice whereby strangers are well recelved
and taken care of, no matter how distant the

stranger/visitor may be as regards relationship.
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Unfortunately, howevery this custom is declining
owing to some reasons similar in nature to what

we experience in Agooremégikad's story.. Neverthe-

less, Oglnmdls was probably of the conviction
that,if people of the contemporary age could

emulate Asoorem&sika in behaviour, the society

could become more peaceful and harmonious.

Oglinmdl4 therefore seems to emphasize the ‘
necessity to do good, and submitted that those ‘
who are wicked would reap the fruits of pheir
wickedness while those who do good would.receive
good in return. This is deduced from one of his

concluding songs which says.

Bi o b& gere
Wa jéreé ire

Bi o ba séka
wa jers 1kaS.

If you do good

You will reap good
If you do evil, ]

You will surely reap evil in return.
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Asooremlsikd was therefore depicted as an

embodiment of good comportment, hence,hg was
rewarded accordingly. Evidence of such.reward is
got from the song which was sung by the king and
which runs thus:

Owd niyi
Mo ftin o gbé
Aso wonyi o
Tie ni.,

Ilé oldke tb A wd yen,
Latoni 1o,

Tie ni.......g

Here is mone&

I offer it to you as a gift.
Those clothes

Become yours

The storey building you are looking
at in front of you,
From today on,

4t

I8 YourBissese



188.

It is pertinent to note that, from the beginning

of the play, Ogunmdla had started to sound a note

of warning to people of his period. He reminded

his audience of the Yorub&a traditional belief in
re-incarnation or life after death and the concep-
tion that, when everyone leaves this mortal wérld
for the world beyond, one would account for whatever
one does on earth as soon as one gets to the mythi-
cal gate of heaven where a gateman has been stationed
to query anyone who will be crossing to thg world

of the spirits. Consequently, Oginmdla keeps

repeating the significance of doing good in the folk
song which says,

E m& géka 1ayé,
Tori a 6 rdrun,
E m& géka 1layé o 9

Tori a ® rdrun.
B&a a ba dé bodé

A b rojpl®
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Do no evil on earth
Because we shall all go to heaven.

Do no evil on earth (I say),
Because we shall go to heaven.
When we reach the gate of heaven,

We shall account for our deeds.

The seriousness with which Ogtnmdl&a had this ‘
folk-song sung and the number of times he repeated‘it
in this play showed that he was keen to stress his
warning. It should be noted, however, that:thia song
is sung seven times. It is the present writer's view
that the number 'seven' here is very significant and

symbolic.

Firstly, this connotes seriousness. Whenever

the Yorub& people repeat a statement, it connotes
that they want the person who is being addressed to
take the mgtter with deep concern. This is why a

Yorub&a aaage says, Koko 14 & r&nfa aditi (Statements

directed to a deaf man are constantly repeatedY.
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| Secondhy, the number "seven" is occasionally
used among the traditional Yoruba people to remind
themselves of their common root and in:connection
with some common festivals and annual celebrations

among them. According to Claudia Zaslavsky (1973):

The number seven occurs in connection

with the seven-day harvest festival and with
the Egungun celebration, which is dedicated
to departed ancestors and observed with '
great homecoming festivals. One version

of the creation myth refers to the.seven
grand-children of Oduduwd, who subsequently

became the rulers of the Yorub& and Benin
people.ll

The number "seven" here probably tries to remind
?he people that they originated from the same
source. Therefore, they should learn how to be
their brother's keeper and be kind-hearted to

one another. Also, the number "seven" is often
repeated in connection with the rituals concerning

the departed ancestors. The traditional Yorib&

people beklieve that the dead ancestors must be
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venerated in order to seek for their favour.

Therefore, whenever an aged person dies, .the ritual

ceremony is usually finalized on the seventh day orr
occasionally, on the seventeenth day. During the
seven days, the traditional lamp with seven ho}ea
is 1lit. In a nutshell, the number "seven" here
reminds the Yorib& people of their primordial
relationship with Oddduwd who is generally believed
to be the progenitor of the Yorib& race, and also‘

in connection with their ancestors.

In this play, therefore, 6gﬁnm§lé probably had
the song sung seven times to tell his audience that
they should not frown at this warning but take it
with all seriousness. He may be of the opinion that,
if people of our contemporary period (particularly
the Yorub&) could see themselves as one entity that
evdlved from the same stock and origin, they would
not hesitate to be their brother's keeper. This

lesson would also be of great benefit to people of

the present Nigerian society, particularly the Yoribh
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race which seems to be gradually losing its

cultural identity. If this warning could be

heeded, our contemporary Nigerian society would
perhaps achieve more rapid progress and perhaps
foster development in the various sectors of the
shattered economy, and our cultural heritage would

perhaps be more speedily revived.

Meanwhile, it needs to be pointed out that
Asooremlsika was at first declared guilty by the

king but the timely intervention of people he had
earlier on helped one way or the other saved him

from this predicament. Without this, Asooremfsika

could have paid dearly for a matter which he knew
nothing about. This explains why a Yorub& proverb
says, Ori yéye ni MOghn, taisé 16 pd (out of the
several heads found at ggsgg,l2 the innocent ones
are the more numerous). This implies that not all
those who are usually condemned for one offence

or the other are always guilty of these offences.
The Yorub& people are sometimes of the view that
luck may sometimes run against some innocent souls

and thereby they suffer for offences they did not



195.

commit. However, they are of the conviction that

to die a glorious death is more rewarding than
becoming a nuisance in the society. They also
believe that there is abundant reward for people
who die a noble death in the world beyond.

Although some people within the Yorib& sub-groups

sometimes say, Ooré niwdn: bi oore b& pd 1l&pdju
a dibi (Kindness should be in due measure; if it

exceeds certain limits, it often brings evil).

That is, one needs to restrain oneself from too
much kindness because people might thereafter repay

one adversely.

On the other hénd, Oghnmdlé& in this play seems

to correct the above notion by using Asoorembsika

as an embodiment of good comportment and righteous-
ness. Like many other Yorub& people, he was probably
convinced that anyone who sows good would reap good
and those who are adept evil-doers would be rewarded

accordingly. This is why, in his concluding gong,
he says,
Bi o b& sgere

Wa&a jéré ire.
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Bi o ba géka
wae jers 1xa.l?

If you do good,
You will be rewarded with goodness,
And if you do evil, -

You will be rewarded with evil.

égﬁnmbla therefore seems to call the attention of |

his audience and the Yorub& people in general to

witness the aftermath of the honestyand -
{ighﬁenngness of Asooremfsikd and thereafter .2advises

S b e & r",'. . ",&‘
his audience o emulate Agooremfsika's good example.

The plot in‘Asoorem&sika” whereby Dghnmdlé
manipulated his dramatic expertise to bring in the
prince of Ald who had been earlier on assisted by

Asoorémfsikd is very significant. Asoorem&sika should

have suffered for Lis kind-heartedness and this
incident might have discouraged other people from
doing good; but Dghnmbla showed that a righteous man
will be rewarded, no matter what problems he mibht

encounter in the process of performing good acts.
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The play, as we can deduce, frowns at hypocrisy

in all its forms  Although Asoorem&sikd suffered

to some extent,; we discover that justice was later
restored. In his dramatic technique, Oghnmdlé
probably shows us that man must be persecuted in

his bid to do good, but truth would prevail at last.

The play starts casually like an ordinary moment in

life and there is consistency all through the drama.

vi. ErG yatd spmo (Betwixt slave and son, there's

a difference;)

"Ert yatd sdmo" retells a Yordb& popular
folktale which narrates the story of a slave (id&)
who was being treated like a free-born child by his
master but revealed his true identity through his
actions and behaviour. The behaviour of 1d& aid
not resemble that of a free-born child for he always
misbehaved and acted contrary to the expectations of

his master.
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One day, 1da was taken out to a feast by his
master, and was introduced to people as a son of
his master. But despite all the humane'treatment
he was given at the feast, igg revealed his
jdentity as a slave. After he had been offered a
good and delicious food and treated like a respon-
sible man, igg left the gathering secretly and went
to a nearby dunghill and started to eat peels of
yam and remnants of food. When igé's master saw‘
what happened and people started to wonder why
igg; his son, had behaved in such a shameful
manner, the master instantly declared that 1d&
was not his son but a slave, and that he (the
master) just wanted to make igg_a free-born child.
Through his actions, 1d& had disclosed his identity,
and this has given rise to a Yorub& adage which
says, 148 ni yob pe ara ré léri (Tt is Id& who will

disclose his identity as a slave.).

Similarly, in "BrG yat) sdmo" Afol&bi is
presented before the audience as a slave to «

Dawbdd. Like several kind-hearted people who

possess humanitarian feeling and abhor slavery in
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one form or the other, Aniylk&yé persuades his
friend ,, Dawbdd, to release or re-sell Afolébi

to him so as to free him (Afol&bi) from slavery
and give him the opportunity to become a free man.
He even wanted to make him his adopted child.

Though Déwbdl agrees and releases the man

(Afol&bi) to Aniyik&yé, he reminds his friend of
the Yorib& maxim which says that there is nothing
one could do to prevent a slave or an illegitimafe

child from disclosing his or her identity.

Aniylké&yé bought Afdlabi from his friend,
took him home and introduced him to members of his
family and househol@ as one of his brothers who
had left home some years past, and who had just
arrived from a journey. It may be recalled that,
before then, Aniylk&yé had secretly warned Afol&bi
to behave well so as not to reveal the secret of
his former status or identity.

Unfortunately, however, despite all the
humane treatment and due regard accorded him,

Afolabi behaves exactly like Id4 of the folkloric
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fable. He went to the kitchen and started to eat
peels of yam and food remnants. Unfortunately for
him, this led to a situation whereby his new

'‘master' became disappointed and reveals that Afgol&bi

is not his brother but a slave. Thereafter,

Aniyik8yé could not restrain his annoyance and

consequently took Afol&ébi back to Dawbdbdld, his
former master. Having warned his friend earlier,
Dawbdd upholds the Yoruba philosophical thought .
which stipulates that there is no favour or oppor-
tunity you could give to a slave that would change

his or her behaviour as a slave.

In this play, the hospitality and humanita-
rianism of the Yoridb& people are re-emphasized.
This is reflected in Aniyik&yé's plea to his friend,
when, out of humanitarian feelings, he decides to

free Afol&bi from slavery and bondage. In the

original fable, of course, 1d& was not bought from
another master like Afolé&bi but was taken out by
his master to a feast where he went to a nearby

dunghill to feed on peels of yams, despite the
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fact that he had been offered enough food by the
celebrant. We may also note that the name of Id&'s
masger is not mentioned in the folktale while the master:
is named in K614 Ognmglé's play, "Epa yatd sbme". This
divergence betveon‘an original work and an adaptation is
often experienced in drama where the dramatist tries to
adapt and create his own characters to suit his~production.

We are made to realize that Afplabi could not
adapt himself to the new situation in Aniyikaye's
house. He weems to remain conservative, and, hence,
kep$ on in perpetual slavery. Therefore, the play
seems to show us that one can only attain full freedom
from the cages that entrap one if one could change
from the conservative and shameful ways of life
and adapt to prevailing progressive conditions.
The play also seems to uphold the Yordb& maxim
which states that "Charity begins at homg} for
one's action or behaviour would disclose one's true
identity or from what root one originates.
Ogdnmdlé was probably of the opinion that one has

to move with the times. Afglabi failed to modify
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his old ways of life and adapt to changesj hence,
he became an object of ridicule. Therefore, in this
play, the significance of humanitarianism and the
need to adapt tc socio-cultural changes through time
ha¥® been emphasized. We have also realized that
one should try to free oneself from all self-
imposed bondage if one wants to live happily and
peacefully within the society.

Unfortunately, however, Ogtnmbl&'s position
in this drama seems somewhat one-sided. Aniylk&yé
should have given Af§l&bi a second chance.and see
if he would continue to behave abnormally. What
happened to Afglab; here may also happen to any
freeborn child. Iﬁ this wise, a freeborn child
may be given ample chance to correct himself or
herself, but, in Afolébi's case, he was not given
ggequate opportunity to correct his abnormality
before a final judgement was passed on him. This,
therefore, contradicts the Yorub& popular adage

which says, Bi a se béri la bdbmo (Both a slave and

a freeborn child are born the same way.). It

appears that this play does not show a proper concept



201.

of social change by making Afolé&bi to behave like
ids in the Yorib& folktale. Nevertheless, it is
possible that Ognmpléd might have wanted everyone
who may be under one type of bondage or the other
to strive hard and free himself/herself in as much
as all forms of bondage are not natural but self-

imposed.

TheAconcluding song re-echoes and re-empha-
sizes the Yorib& philosophical saying which statgs
that a slave will always behave in a manner that
will instantly reveal his or her identity. If we
look at the Yorub& adage which says'"bi a se bérfl
la bbdmo" (Both a slave and a legitimate child are

born the same way),’one may ponder why these two

Yorub& adages are in conflict. Anyway, we may be
of the conviction that,if Afol&bi who, as we have
seen in the play, is given a second chance, he would

pérhaps have changed from his old ways of life.
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vii. Qlérun 16 mejdd d& (God is the equitable Judge).

The above caption emanates from a xoruba maxim
which states that God is the only Being capable of
discovering the truth and of judging rightly. In
this play, it seems that Oghnmdlé had been partly
influenced by his faith in the Christian religion
and partly by his experience in his people's culture.
He preseﬁted before his audience a messenger of God
dressed in the fashion of a christian clergyman and
preaching in the manner of the orthodox priests.
Nonetheless, - "Oldrun 16 mejdd d&" is én adapta-
tion from a popular Yorub& folktale which states
that man's judgement can sometimes be faulty and
that God is the onlf omniscient Being who knows all
hidden secrets and could expose all human thoughts
or hidden acts. Consequently, the traditional
Yorub& people firmly believe that only Qlbdimard,
who is omniscient, ompipotent, and omnipresent can
judge rightly and impartially.

In the above play, Oghnmdlé presents a typical
Yorub& community with an Qba (King) who commands
respect and honour from his subjects. The Qba_
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(King) was at the helm of affairs and whatever he
said or did was believed to be perfect and right.

As stated above, Oginmpla's christian religious
experience has influenced him to create a character
in person of the man of God (a christian preacher)
who went to the Qba's palace to pay homage to‘fhe
traditional Head of the community before he embarked
on his préaching business among the people. This,
practice is significant in Yoruba culture for, as
soon as any visitor enters a town, village.or hamlet,
he/she must first visit the king in his palace and
pay necessary homage. It should be emphasized that,
in the earlier times, no visitor was accomodated

by the people unless he/she first presented himself/
herself before the Qba (king), head of the town or
communitlyy. Even at present, important visitors
(whether military officers or civilians) who enter

a town or village have to pay homage to the tradi-
tional ruler of the community before they proceed

to other places. -
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After he had paid homage to the gba, the
evangelist in khis play introduces himself and
narrates his mission to the king and the community
in general} According to him, he is to offer prayers
of blessing and peace to the gba and his'peop;e
both in the early mornings and in the eveningé.

The gobg approves this after due consultation with
his council of chiefs, and the evangelist prays

for those who . were present at the scene. It
should be noted, however, that the evangelist refuses
the gba's gift, claiming that it is forbidden to

take gifts for rendering God's service. This is
probably a reflectiqp of the christian doctrine
which stipulates that the knowledge from God is

given free and that one should give it out to people
free of charge. However, one may wonder whether

this doctrine is still being strictly followed by the
modern day evangelists and preachers or not.

Before the departure of the evangelist from the
gba's palace, a dramatic event took place. .A-.‘
butcher followed by a woman®®™€8 to lodge a complaint

to the pba. As the traditional head of the communi ty
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whose words were final, the butcher put his case
before the king, accusing the woman that her dog
has lifted and eatei a piece of meat from his tray.
Giving his judgement, the gba mandates the woman
who owned the dog to tell her dog to pay for the
piece of meat. To this judgement, the gba's
coundil of chiefs and the people whqnare”at the "scene
hailed the oba and proclaimed that he had judged
rightly and that no one could be so wise like
their gba.

In harmony with a Yordb& maxim which- says
"3dleid ki i sdbééré" (a stranger should not be

too forward), the evangelist asked whether it

was acceptable within the community to speak the
truth and that he would like to say a word if he

was permitted to do so. The ¢oba willingly permitted
the "man of God" who, through his pronouncement,
aisagreed with the people's notion that the oba

was impartial in his judgement and claimed that

God is the only equitable Judge. According

to the evangelist's claim, man may not alwajh be
competent to judge rightly and impartially without

necessary inspiration from God. This is perhaps .

why the oba (king) in "Qldrun 1§ mejob da" is
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incapable of judging rightly the case which is
put before him by the "man of God".

Moreover, Oganmblé in this play was probably
of the opinion that, although dignified honour
and respect should be accorded the traditional
rulers, the Almighty God deserves the highest.
honour and reverence. In the final analysis, he
maintained that God is the only impartial Judge.
To substantiate his claim, bgﬁnméla concluded the
play with the song.

Olawa 16 méjbd da,
Kd léntkeji

Onidajd agba
Jare d&jp mi re e,e.yt

Only God is the equitable Judge

He has no equal.
The great Judge,

Please, judge my case rightly.

As stated above , the play is an adaptation of a
popular Yordb& folktale masked in a proto-redigious
christian garb. Oglinmgla's christian influence
probably neceséitated the bringing in of the
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‘echristian' visitor in the plot. However, the
incident which Pccurredat the bank of the stream,
as witnessed and narrated by the king's messenger,
can be likened to_Iya Al&whje's episode in "Ajé

ki 4 gbé". In "Qlorun 16 mejbd d&;" the king
pronounced a judgement which was hailed by his
subjects, and, therefore, these people rose up to
say that only their king was an equitable Jjudge.
On the cohtrary, the 'christian visitor"disagreéd
with the people's view and verdict, and announced
that God is the only equitable judge. To:back up
his submission, he advised the king to send one of

his messengers out, and that he (the messenger)

should later come back to relate his experience
before the people. This was done, and, in the
evening of the same day, the king's messenger came
with the news of what he had seen and witnessed.
According to the messenger, a man with a huge
amount of money came to a certain stream to bath
himself but forgot the money when he was leaving.

Another man who was said to be a lunatic came *and

scattered the money all over the place to the extent
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that some fell into the stream while some fell
into the surrounding bush., Later, a woman came,
saw a part of the money in the bag and'quickly

carried it away, without bothering to pick those
that were scattered. Then came a blind man who

washed his feet in the stream but could not see
the money which was scattered all over. At last,
the owner of the money came back but could not
find his money except the few coins which were
scattered all over. He therefore challenged the
blind man whom he met beside the stream. - In this
encounter, the blind man was beaten to death for
an offence which he did not commit.

The man of God thereafter asked the king to
Judge the case; and, in his judgement, the king
was unable to ldentify the innocent from the guilty
one. At this juncture, the 'christian visitor"
torrected the people's impression that any human

being could be as perfect as God. He made it known

that the woman who carried the money away was the

rightful owner for the fact that the man who.forgot



A scene in "Qldrun 1o mejdd da". lian of God'
(left), the king (middle) and the king's messenger
played by Kbl& Oghnmdld (right).

Photo by courte:.’ of the Institute of African
Studies, University of Ibadan, Fhotographic
Division, 1968.



210.

the money at the back of the stream had earlier £
duped the father of the woman and that the amount

of money Qdeft ir the bag which the woman carried
was the exact amount he took from the woman's

father. This reminds us of the incident that

took place in: "Ajé ki i gb&" when 1y& Al&whje

recovered her legitimately earned money from the
bandits (see page 174).

lMoreover, it seems that Ogunmdlé was Qarning
the people of his time and the future Nigerian
society to be very careful in adjudicating cases,
in as much as no one can'claim competence in making
impartial judgement. This can be corroborated with
the Biblical injunction which says, "Judge not, that

15

you be not judgeds' we should remind ourselves
that not all the people who ure weing convicted
for one crime or the other today are puilty of
‘the offence for which they are convicted. As we
said earlier in this dissertation, this confirms
the submission that human beings only make efforts
at achieving equity;their judgements are often

faulty and partial. In this case, bgﬁnm@lé was
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probably reiterating that human wisdom without
inspiration from God is incomplete. It seems that
he was trying to point out that the present-day
judge should seek for God's inspiration and
guidance in dealing with cases that are brought
before them. '

The plot is superb. égﬁnmélﬁ brought before
his éudience a society which is purely a tradi-
tional Yorub& one in which an Qba featured promi-
nently. Influenced by his christian experience,
he introduced a '=nristian visitor' and made him
to parade himself as an evangelist. To correct
the erroneous opinion of the people that their
Qba was most supreme and wise, he created a folktale
which narrated a complex problem, and which the
wisdom of an earthly king could not solve. At
lz«t, the christian evangelist proved his claim that
only God is the equitable judge when he provided the
ansver to the 'riddle'. The play is an ethical
fable which narrates complex events which need<to
be handled with utmost care and caution. The king

could not adjudicate rightly because of the
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Another scene in "Qldrun 16 mejdd d&". 'Man of
God' (left), the king (middle, King's messenger,
played by Kpla.bgﬁnmﬁlé (right).

Photo by courtesy of the Institute of African

Studies, University of Ibadan Photographic Division,
1968.
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imperfection of his hu::ﬁ,, nétg‘lif: & wv’l“he 'man of

God, on the other hand,wade/able to discover the
secret behind the whole episode which took place

at the riverside because he was probably delivering
his message through inspiration or spiritual
guidance.

The concluding song re-affirms the Yorubéa
conviction that only the Supreme Being is capable
of judging impartially. It is a traditional aoné
which is sung in.a pentecostal church style.

Finally, one may“‘5°f7

that the play has features
of the folktale, especially if one looks eriti-
cally at the series of incident at the riverside

as witnessed and narrated by the gba's messenger.
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viii. BOlérun & pani oba kan & 1é pani

(Kings wield powerj; God's is the Supreme
Powery
Like what he did in other folkloric plays,
the late Kpla Ogtnmblé also adapted the. Yoribé
popular folktale, "B{lprun & pani, ¢ba kan & 1@
paniy)’ to show the omnipotence and almightiness
of God. . In this play, Oghnm$la reasserts that
only God could save or protect mankind from all
problems and dangers of life.
This folktale narrates the ordeal féced by a

man called BOldérun-d-pani, oba-kan-d-1d-pani

because of the unique and symbolic name he bears.
Literally, this name implies that, without the
consent of God, no king has the power to destroy
or get a person killed. Meanwhile, the king of the
town and his subjects felt disturbed and thought
%hat, for this man to continue bearing such an
appelation was a piece of insolence to the king

and his chiefs in general. Therefore, the king
was sad and thereafter thoughfof plans to exter-

minate BOldrun~d-pani's life for bearing such an
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"insolent" name with self.assurance.

The king therefore sent for BQldrun-d-pani

and gave him a gold ring for safe-keeping.

However, he warned that,if BOlbrun-d-pani failed

to produce the ring on demand on a future date,

he would be killed. BQlbrun-Od-pani in turn

promised to keep the king''s ring safely and left
for his house. Immediately he got home, he called
his wife and narrated what the king said to her.
Consequently, they both kept the ring under their

clothes in a box.

Not quite long afterwards, the king secretly
sent for BQlbrun-d-pani's wife, enticed her with a

huge amount of money and asked her to return the

ring which he (the king) gave to her husband. He
alsc promised her additionalvesardt as soon as she
brought the ring to him. Seeing the fabulous

amount of money she was offered, BQlorun-d-pani's

wife accepted to betray her husband and destroy

him completely. She therefore took the ring without
her husband's knowledge and gave it back to the
king. After getting back his ring, the king threw
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it into the deepest part of a stream so that it
would not be found by anyone. On the third day,

however, the king sent for BQldrun-é-pani and

demanded for his gold ring. BQlbrun-d-pani got
back home, called his wife and searched for the

king's ring, and, to BQlorun-d-pani's surprise,

the ring was nowhere to be found.

Having known his fate, BOldorun-d-pani was nqt

moved but prepared to die for breaking his agreement
with the king. Meanwhile, he decided to ?ake his
last meal before finally leaving the world. He
therefore bought three pieces of fish which he meant
to eat for his last meal. Fortunately for him, when

he cut the fish, he found the king's ring in one
of them.

BOldrun-d—pani returned the ring to the king
w40 was dumb-founded and thereafter accepted the
moral hidden in BQldrun-d8-pani's name. Finally,
the king and his subjects, especially those who had
conspired against this man, unreservedly accebted

the moral truth that only God can protect man, and
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that, without God's consent or approval, no mortal
being could harm his or her neighbour. - The play
therefore ends with the Qba and his subjects admi-
tting that only Godi is capable of saving man from
all mischief, as evidenced in their concluding song
which says,

L6d6tH, BQldrun O pani,
QOba kan & 1lé pani

BOldrun O pani
QOba kan 0 lé pani.

iyanjﬁ ni mo gba
Qldrun 16 le mGkh wh
BQldrun 6 pani,

Oba kan & 1& pani.16

Truly, if God does not kill a person,
No king can kill him/her,

If God does not kill a person,

No king can kill him/her,

I merelgave advice, -
Only God can pass true Jjudgement.

If God does not kill a person,
No king can kill him/her.
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The basic story in the above play has also been
rendered in song by a renowned musician, the late

Kélani Yusuf and his S&ké&ra group in the early

1960s (that is, about thirty years ago ). In

his remdition, K21l&ni entirely condemned the women

folk for what he termed as their waywardness and
dishonesty. From the outset, he warned that men
should never reveal their secrets to women. Thus

he says,

Obinrin 6 ge & finu han,
Eni tb6 b& finh han whn,
Rom. .o ‘q

It is risky to reveal secrets to women,

And anyone who does so,

May automatically be destroyed.

“hat prompted XK&l&ni to make the above pronouncement
is explained later in the song. We are told that
BOldorun~8-pani and his wife had been living

peacefully together for a great number of yelrs
before the ugly incident happened. Although they
were poor people, Kélfni was of the opinion that
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BOlbrun-d-pani's wife should have refused to be

lured into such a horrible temptation and could
have rejected evil machinations against a husband
who loved her so dearly.

The folktale in this play is rendgred in
song in its entirety with minor variations. For

instance, the song speaks or §§1brun-o-pani as a

professional fisherman. We are told that he
caught the three fish inside which he found the’
king's ring by himself. Meanwhile, 6gﬁnmbla
probably thought that one does not necessarily
become a fisherman beforeom@ could get fishes.
He therefore provided those three fish for
BOldorun-d-pani thirough a fish-seller.

Apart from this, Oglnmbl& in his play
also points.to the evil machinations usually
. Perpetrated by some women in our society. He
narrates how women had sometimes been used as
instruments of woe through time. To lend
credence to this assertion, one may refer Q9 a
warning from an If& poem in which it is stabed

that people should never put their trust in
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women because they are treacherous and mischievous.18

In "BQlbérun-d-pani-gba-kan-d-le-paniy
BQldrun-d-pani's wife is presented as a mischievous
woman who has no affection for her husband, as
already proved by her actions when she submitted
herself to be used as an instrument for her husband's

destruction. From this experience, one could see

how women‘are sometimes enticed by money to engage

themselves in mischievous acts.

Another example worth citing is that ‘of
016jdngbddfa, the wife of death in If& corpus, who,

because of an exorbitant sum of money offered to
heri, agreed to revéal what are taboos to her
husband, and thereby causing his instant death.

This is why this 040 warns:

v

Obinrin 1¢dalg,

Obinrin 1léké.

Kééyan 6 md finfi han £6binrin. ... 12
Women are hypocrites,

Women are traitors,

One should never reveal his secrets to
WOmMEeN....
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1n¥his folkloric play, BQlérun-o-pani-oba-

kan-d-l&-pani trusted in, and revealed his secrets

to his wife$ consequently, this woman betrayed him and
Pariookf}nplans for his death. BQlbrun-d-pani would

have been murdered by the king without any just
cause if he had perhaps not been protected ahd saved
by God in such a benevolent manner. However, one
may deduce that it is Ognmdl&'s experience of the
avaricious instincts in women which has probably made
him portray many of them, in most of °. his plays, as
wicked, devilish and mischievous in character. It
is unfortunate to note that Oghnmdl& seems to play
down the brighter image of women in his plays, but
we should recollect that he had earlier pointed out
in "Qgbdn ju agbhra" that the dedication, patriotism
and wisdom of the princess from Onikin-in excelled
thase of her male .ounterparts in the town. He
remarks the role played by this woman who selfiessly
fought to redeem her people from a perpetual bondage
under the town of 016dya. ¥

As we have pointed out in some of the other plays,

the Yordb& institution of gbaship is very significant.



222,

A scene in"8616run 0 pnnié oba Vin o) lé panl where

the king, piLaYeu by Kbla ghmmdla (Le: t) zave

BC f1brun-d-pani's wife, played ny m“JO g&nm@lé
(right), a bag con*alnlng money so Ghat she could
betray her husband.

Photo by courtesy of thes Institubte of African

Studies, University of Ibadan Photographic
Division, 19€8.
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The omnipotence and omniscience of God is also
re-emphasized. We are also made to believe that
one must not equate God with any other power,
whether mundane or spiritual.

One may be misled to ask why Bﬁlbrun-o-pani

had to call his wife to show her the gba's ring
and let her know where the king's ring is kept.
Oghnmbdlé might have used this technique to show the
social interaction that should naturally exist
between a couple, and, as marriage is one of the
primordial social institutions,the interactions
between a man and nis spouse are meant to be very
cordial and devoid of suspiciom . liowever, mischief
of this sort is not perpetrated by women only.
Experience has shown in our society that some men
also have betrayed their wives and intentionally
pilanned for their downfall.

The concluding song here also reiterates and
re-emphasizes that man can only make human efforts;

God is above everyone. This song is therefor@ sung
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in a folktale style probably to remind the
audience and everyone in general of their
limitations and to warn them not to overrate

their wisdom.

ix. Bgd Qddrd (The'Pevilish Egu)

Apparently, this play is adapted from the
Biblical story of Satan, the devil in the Book of
20
Isaiah.g' But be that as it may, the Yordba Bgu
cannot be legitimately equated with the christian
SS'da'\t\'*B
satany, however, e cannot rule out the y/ that

bgﬁnmélé”s christian experience is reflected in
the play. .
The play starts with what seems like the

Biblical folk narratwe which points to the way in

which or the reason why Satan the devil was cast

down from heaven into the world of men. Oghnmdlé
then adapted this story and fused it with the
popular Yordb& folktale where Bsd Qdara (one of
the Yorub& malevolent divinities) started to éauae

confusion and mischief among humanﬁé”(.
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Meanwhile, it is pertinent to briefly
discuss some ambiguities or misconceptions that
often arise as regards the interpretation being
given to Bgd in Yordb& mythology and the Satan
of Biblical narrative. It should be recalled
that the early translators of the Yorub& Bible,
out of their ignorance of Yoriub&¢ cultwre and ' theéeir
bias against the indigenbus religion, had' in their
interpretation,equated Satan of the Bible with
Bsd, one of the primordial divinities in Yorubh
religious belief. Meanwhile, this notion has
been proved wrong by renowned scholars in Yorubéa
traditional religion and theology. 2l

According to some of these scholars, Esd can
be likened to a Public Relations Officer or to the
modern day police force. Jacob K. Olupgonna (1985)
even refers to Egd as "the divine policemen and

22

the messenger of the gods". In Yorib& mythology,

Egd acts as arbiter between man and the spirits.
Whenever there is any misunderstanding or animo-
sity between man and the spirits (whether mé&evolent

or benevolent spirits), Bs) keeps peace and
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maintains security if the human being involved
could offer prescribed sacrifices to the divinity
or spirit whose wrath "had been incurred. On
the other hand, if a person proves headstrong

or stubborn to the dictates and prescriptions of
the diviner, and does not offer the sacfificq
prescribed, he/she may invite the wrath of Egg

who may send one of his malevolent messengers known
as Bgd Qddra (the devilish Bsd) to discipline
him/her accordingly. This is why Egﬁjs malevolent
messenger is occasionally referred to as Egu QdArd
Aseburfikt sere (Devilish Eﬁg, who does good and

exil randomly). But if one performs the nece-—
ssary sacrifices and rituals, it is believed that
all will be well with him/her. Hence, the Yoruba
people say, "Eni rGbe 1EsuG gbé" (It is those
who sacrifice that Egg favours. ).

YL
In "Bsd Qddrd Dghnmbls seems to emphasize -

the fact that Qlbddimaréd's power and authority can
never be equated with that of Esd Odard or any

other power either in heaven or on earth.
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Despite the pride and stubbornngss of Bsi Qddra
in this play, it is pointed out that Egd Odara
could not compéte with Qlddimaré both in power
and authority.

Moreover, Oghnmbla tends to warn the people
of his period to keep proper vigil over Bsd aArA:
and his activities since he is always in attendance,
particularly where peace and co-operation prevail.
We realize from the play that, when Egﬁ QdArAr
discovered that he could not compete with.
0lbdimard in power and might, he decided to
descend upon the inhabitants of the world, parti-
larly within the abodes of peaceful families,
intimate friends. and harmonious groups, causing

confusion and misunderstandings among them.

As soon as Egu Qdara entered the world of men,

he started causing confusion all about. He
encountered Dada and (k8 who later argued over the
colour of ﬁgﬁ Qd&r&!s cap and both became

aggravated to the point where they wanted to ﬁse
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their cutlasses in fighting each other, but for
the co-incidental and timely intervention of a
woman customer, Bgd Qdarad's mischievious aim was
able to be defeated.

Bgd Qdara also confronted Dida's father and
was almost successful in his evil intention. This
situation was averted by Dada's mother by quickly
driving away ggg édara who came to their house in‘

human form.

Meanwhile, OzGnmdlA seems to believe that

Esd 0dara is still present among us today. He
(Bsu bdara) goes from place to place, causing:

confusion and misunderstanding among men and women,
both old and young. However,K¢la Ognmdlé was
probably warning the people of his period as well
ag the future generations to keep watch over ggg
Qdérd and his agents because Bgd Jdara is believed

to be ubiquitous in our society. This is probably

why, according to general belief, the peace anl



A scene in "Bsu gdara" where £s1, played by_Kblé
Ogtnmfl& (middle), confronts D&da and his fTiend,
e &

Photo by courtesy of the Institute of African

Studies, University of Ibadan Photographic
Division, 1968.
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stability of the society is being continually
threatened by‘ﬁgn Qdarg'g nefarious activities.
Furthermore, some people are of the vie* that several
people are being manipulated and mis-directed by

ﬁgg Qdara to cause confusion and havoc everywhere
and at all times. This is probably whyj in its

concluding song, the play warns all and sundry in

the following words:

Lilé: MO m'Egd o,
MY m'Esd u!

Bgbés Eni rere,
Mb m'Esn seré!

Solo: Never play with Egi,
Never play with Esu!

Chorus: Good man,

Never play with Esa'~t

- And
Lilés Orfi mi & gbé e,
Aya mi & gbé e,
Bsd Qdara sorob ri
Ori mi & gbé e.



231.

Bgbé: Ori mi d gbé e,
Aya mi o gbé e.

Bgd Qdara gérobd ri,
Ori mi & gbé e.2”

Solo: My
My

Chorus: My

head (power) cannot withstand it,
heart (strength) cannot withstand' it,
is risky to encounter the devilish Egu,

head (power) cannot withstand it.

head (power) cannot withstand it,
heart (strength) cannot withstand it,
is risky to encounter the devilish Esu,

head (power) cannot withstand it.

The above songs lay emphasis on the devilish
activities of Esd (Qdard as believed by the traditional

Yorub& people and therefore give a note of warning

tn everyone

to steer clear of Zs) (ddra's influence.

The play starts with a type of music which

readily gives the impression that a horrible being

will soon approach. This is followed by a dr&adful

invocation, and Bsy Odara emerges, praieing himself

as,
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Onilé ké&ngun kangun Qrun
O 16mi nilé fejé¢ we

Possessor of innumerable houses in heaven
One who has water at home but bathes in blood.

One may be tempted to think that égﬁthI&.has
used the above praise-name of Qggg (god of iron)
wrongly by applying it to Egd (dara. This may not
be so for the fact that dramatiste’ . often in the
habit of manipulating words to suit new situations.
In this case, égﬁnmblé might intentionally have used
the praise poem in question for the aesthetic
colouring of his play. It may also be contended
that the story of Bl Qdara challenging God's
authority and power in the play reflects the Biblical
tale of Satan, the devil and his purported claim
to put himself above the Almighty God. Due to his
pride, therefore, Satan was said to have been cast
down from heaven into the world of men.26 This is
also a reflection on égﬁnmbla's christian experience.
The play is life-like for the fact that it pr&gresses
gradually and naturally as in real life, and one

is carried along as it progresses.
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Streuchlng out in full: 3Isb, played by K{1li Dginm¢li,in
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X: . The Palmwine Drinkard (Lafhké Omu):

The Palmwine Drinkard and the story it
narrates "is one common in nature to the folk-
tales of the Yorib& that have been recorded
elsewhere by such writers as the late Chief'
D.0. Fagunwal 2?7 ‘

The play opens on a drunk carnival hosted
by LAﬁk§ qu and narrates the adventure of the
major character (ILafke) and the ordeals he faced

in the course of this adventure. Lahké qu, as

his name implies, is a man with a great appetite
for palmwine, and had been accustomed to the
delights of drinkinhg and therefore chose Aldb4,

the tapper,’as his permanest companion.

Unfortunately, however, after a drinking spree,
?t was discovered that llabé, the professional
and expert tapper, had fallen off from a palmtree
top, and had died instantly. This death of g;ggg
and the consequent ceasing of 1ahké Qmu'e soyrce
of palmwine supply had brought a great blow

upon the gathering of palmwine drinkers and upon
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Lafké in particular. Therefore, this sad incident
made Lahké to take a decision to go to the town

of the "dead" in order to persuade glgéé to follow
him and come back to the world of men and resume
his palmwine tapping business. As we are made to
understand in this play, Lafké Qmu encountered

a series of ordeals during his adventure to the
land of the dead but finally succeeded in accom-
plishing his aim.

Although the play is an adaptation of Amos
Tutuola's novel, The Palmwine Drinkard28

b

Ogtinmpl&''s production of this play has been conti-
nually commended by both scholars and lovers of
drama, and the pla& has given him much fame and
popularity throughout the world. According to
Martin Banham and Clive Wake, the play

contains a fine mixture of thrills, satire,
and broad comedy, and its success in
performance stemmed not only from these
qualities, but from the zest of performance

and the familiarity of the material to the
audiences.

-

Discussing the aesthetics of Oghnmbla's The
Palmwine Drinkard, Oyékan Owbmoydla also stated
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that 6gﬁnmbla's form of theatre is essentially
Yorib&a folklore in a dress more compatible with a
new milieu.ao Robert G. Armstrong (1975) also
comments that "the whole opera is a satire on
mankind's mad chase after food, drink and.monexral
In this play, warm-hearted humanity and buoyant
spirits are shown throughout the play. He'Qas not
just a 'pglmwine drinkard' but a functioning member
of any social group in which he finds himself. ‘
Lafke gave himself up to heavy drinking and his
whole life was immersed in palmwine drinking. This

is deduced from the song,

Pmu lago mi,
Fmu laya mi,

Emu lomg mi, aa,
Fnu niled mitoc

Wine is my robes and garment

Wine is my beloved wife

Wine is the heirs I'll leave behind
Wine is my only true mansion! .
It should be noted that palmwine drinking had become
part and parcel of Lafkd's life to the extent that

he decided to embark upon such a risky adventure to
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the land of the dead, in search of Alabh, his dead
palmwine tapper. Though it seems that Lahké was a
matured man when he was presented before the audience,
we are not told, and he does not show that he has

a family of his own until he met Bisi who he even-
tually married. He responded to Bisi's question

and said, 'Emu niyawbd mi' (Palmwine is my wife.).

Without doubt, one may assume that Oghnmla is
trying to be sarcastic in this play and that he
might have wished to pave the way to the notion
among the Yorib& people that it is mandatory for
everyone to get married. This he does when, to
everyone's surprise, Lahké Qmu finally married Bisi.

Meanwhile, we may submit that Oglnmblh keeps
warning his audience and the Yorub& people in general

to desist from heavy and excessive drinking of
alcohol which has caused many people to meet their
doom. This has made many houseSto become desolate
and several families had disintegrated on account
of its adverse effects. This experience can be

favourably compared with happenings within the
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contemporary Nigerian society whereby several people
lose their lives and properties through excessive
drinking of alcohol.
Perhaps, Oghnmbl& also sees the accumulation

of material wealth as a thing of wanity.. He probably
discovered that many people of his period (like their
present-day prototypes) are always anxious to get
rich quickly. This anxiety has led many to
fraudulent and criminal acts either in government
establishments or within the private enterprises.
Consequently, Oghnmblé seems to be of the conviection
that man should take life &ery simply and that
acquisition of wealth should be left to fate. He
probably agrees with the Biblical quotation which
says, "Vanity o vapities! A1) is vanity"?> and
concluded this play with the song:

Mo 1ért

Mo niwdfa

Mo 1l&y: m&fa

Mo bimo mé&jo

Mo lowd 1bwd

Mo ti kblé

Agbeka mgfa niléd mi o

daaa) asén ol

Asén ni gbogbo r¥ 16t mi. Y
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have slaves,
have pawns

have six wives

3

)

I

I have eight children

I have plenty of wealth
I

have built numerous houses

-

have six storey buildings
Aaaa: it's wanity!
All is vanity to me.

Oghnmbla seems to re-echo,in this play, the
traditional Yoridb& view that anxiety to accumulate
material wealth without the possessionc of some basic
necessities of life is worthless. It should be
recalled that the traditional Yorib& people believe
that children, money and longevity are essential in
human life. However, they also warn against exce-
ssive accumulation of wealth which often causes the
terinination of people's lives prematurely.

Meanwhile, it needs to be emphasized that several
people in our contemporary society acquire their
wealth through dubious means. Some are in hast; to

get rich and do not mind to cause harm or damage to
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their neighbours' lives or properties in order
to achieve their aim. Others vigorously pursue
their aim by surrendering members of their
families as sacrificial lambs to secret cults.
This accounts for the daily increase of cases of

armed robbery, kidmapping, marder, etc. in our
society. Therefore, Cgﬁnmbla?belleve that,
before our contemporary society could be brought
to sanity, everyone should discard the idea of
running after unnecessary acquisition of material
probably . )
wealth. He was/of the opinion that, if we want a
peaceful and coherent society, we must be coura-—

geous, honest and.selfless.

In The Palmwine Drinkard, Oglnmbdla also

re-emphasized the Yorub& belief in life after
death or re-incarnation. That is, the traditional
Tordb& people are of the conviction that death
does not terminate or put an end to man's life.
They believe that man is capable of re-incarnating
into the spirit realm where he continues to live

a new life for ever. This belief, of course,

is not peculiar to the Yorub& people it is shared
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by all African peoples. Even Christianity, Islam,
Judaism, Taoism\and other world religions share
the same view about life after death. '

Meanwhile, we have seen the ordeals which
Lahkeé faced before he could get to Alab&, his dead
palmwine tapper, at the town of the dead. Certainly,

this was not an easy task. It involved a series

of problems and catastrophes. The philosophical
idea behind this experience is clear and worth ‘
explaining. It should be realized that 6éﬁﬁmbla
looks”. at the life 6f man on earth as an adventure
where he (man) is supposed to encounter various
seemingly insurmountable problems and difficulties.
However, Dginmbpla seems to hold the view that, with
determination, courage, and perseverance, one would
sail through the seas of life without too much
difficulty.

\ Ogthmdla, 1like some other Yorubh people,
probably believes that the world of men naturally

is a mixture of both good and evil, and that each
man must experience these things during his or her
life adventure. This submission can be corroborated

by a Yorub& maxim which says, "Tibi tire la dfle
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ayé" (Life has its negative as well as its positive
gides.). This is vividly deduced from Lafké's

adventure to the land of the dead. Sometimes, he

came in contact with benevolent spirits who always

assisted him and pulled him out of danger, while,
at other times, he faced the wrath of the malevolent

spirits who often tormented him and attempted to
sacrifice him to their gods.

The play, however, reminds us that life is a

mixture of sorrow and joy. Lahké Omu lost. Alab4,

his most cherished palmwine tapper, and decided

to look for him at all costs. Therefore, he encoun-
tered series of problems during his adventure to

the land of the dead because he was bent on seeing
A14b& gqnd on bringing him back to resume his business.
On the other hand, he met the benevolent Olfiugbbd

(Hgad of the forest) and his followers who gave him
some magical charms which he later used to protect

himself and save Bisi from the evil machinations

of the malevolent, weird creatures at 116 1ka
(the town of the wicked). Lafgké and Bisi also

met Iy&4 oninfiare (the kind-hearted mother) who

treated them kindly, and was responsible for organi-
zing their wedding. The weird creatures in The
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Palmwine Drinkard are similar to those found in

some of Fagunwa's novels, especially the female
one who exhibits and advertises her wares, the

different types of ailments in Irinkérindd Ninf

Igbb Elégbdje.>”
On a final note, Lahké accomplished his aim

when he saw Aladb&, his dead palmwine tapper, and
spoke with him at the town of the dead. Aladba
could not speak with Lafké face to face probably

because of the Yorub& taboo which says that a human
being must not talk face to face with the dead if
he/she does not want trouble. Although it was

impossible for L2hk& to bring Aldb& back to the
world of men to confinue his profession as a palmwine

tapper, he (Lahk¢) was offered a magical egg which
could turn ordinary water into palmwine, and serve

as an alternative source of getting palmwine for him

and his drinking companions. Unfortunately for

Lafiké Dmu, this magical egg, after some time, got
broken and became useless. Meanwhile, it appears

that Dghnmblé borrowed this idea from the Biblical
story of the marriage at Cana of Galilee where Jesus

36

was said to have turned ordinary water into wine
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The play is a morality fable which exaggerates

actions and reactions to life and culturgl behaviour.

The activities within it may be compared with the

experiences in John Bunyan's The Pilgrim's Prqgr98337

and the annnymous medieval Everyman?8 Oglinmdlé

tries to bring it within the realm of comedy and
fantasy probably to show his audience what should be
expected in life. ‘
Culturally, he brings in the Yorub§ riddles as
part of the play to show some aspects of Yoruba

practices that usually accompany the period of
relaxation and enjoyment. Telling of riddles is ome

of the significant Yordb& customs which persists up
till today. Another genre in this category is the

chanting of griki (praise name) used on several
occasionswhen people are being commended or indirectly
reproached for some motorious actions. Drumming at

thé beginning of the .play tries to prepare the
audience well ahead of the real performance and

this has contribuied immensely to the aesthetic

-

charm of the play.
However, it seems that Oghnmdla is sounding

a note of warning to his people and the future

generation that ongs anxiety to accumulate material
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wealth may come to ndught, and may even end one's
life prematurely. On the other hand, it must be
realized that man must be prepared to face the odds
of life with full determination, audacity and

perseverance in order to have a successful sojourn.

A careful appraisal of the content of the play
above highlights the productive role the performing
artists play in bringing the society to sanity ‘
and it has been discovered that they occasionally
educabte their audiences through fictional tales
from whatever origin. These are simple s%ories
that give the teller absolute freedom as to
credibility, so long as he/she stays within the

limits of local taboos and cultural nornms.

AN OVERvIsw OF THE FOLKILORIC PLAYS:
The Yorub& belief and concept of SuGrd

(patience) as a complement to good comportment has
been stressed in "Sufirp lagbd" while the signi-
ficance of Qgbbn (wisdom) as a requisite to Agbara
(strength/power) has been revealed in "Ogbbdn Ju
agbara" (Wisdom is greater than power). égﬁnmél&

also re-emphasized the general belief in the
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omnipotence of God in "Qldrun 16 mejdd d&" and
"BQlprun & pani, gba kan O 1é& pani", where he showed
that God is the only perfect and Immortal Being.

He made the two earthly kings in these plays emerge
as being less powerful than Qldrun (God) and.thereby

pointed out that He is both omnipotent and omni-
scient. In "Ojt la riy "Ajé ki i gbé" and

"Agoore-magtkd! Oghnmdlé tries to point out the
significance of doing good and the repercussions‘
of hypocrisy and bad behaviour.

In these folkloric plays, the Yordba cultural
practices and beliefs have been brought into the
limelight. Traditional religion and belief systems
and some social and political institutions are
given prominence while the people's economic activi-
ties are discussed at random. Therefore, it can
pe finally submitted that these folkloric plays
have given us an insight into the Yorub& traditional

culture in its broad sense and have provided us

with useful cultural materials and didactic

messages which could be used for the development

of the contemporary Nigerian society.
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B. EOCIO-CULTURAL AND ECONOMIC ANALYSIS
oF K& NuULA 'S FULKLORIC PLAYS

As we could note from our submissions that
the Yorib& theatre of Dghnméld finds most of its
subjects/themes in folklore, it is pertinent to
analyse here the socio-cultural and economic
scene which OQgnmdla is trying to present before
us in his folkloric plays.

(1) Yordb& Marriage Institution:

It should be noted that marriage is.one of
the most important social institutions which, as
in many societies.world—wide, was highly cherished
among the Yordb& people. Within the traditional
Yorub& set-up, it was mandatory for every adult,
male and female, to get married. It was then
.Against the mores of the people for a man or woman
who had reached the stage of adulthood to remain
single. If thl: happened, such a person would
continually court his or her people's reprogch,

and would be regarded as a social misfit. Even
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those who were sexually impotent had no excuse
to remain single. According to Fadipe,

Men get married even when they are
sexually impotent in order to save
either their own faces or the faces
of their immediate relatives, as well
as to get someone to logg after the
domestic establishment.

This cultural belief accounts for the reason why

Bab& Origa-0ké in "SdGrd Lidgba" thought it was -

time for his daughters to get married, and
therefore advised each of them to choose one '
out of the numerous men who had been proposing
love to them. Here, Oghnmbla, like many Yorubh
people of his day, believed that one should do
the right thing at the appropriate time, and this
conception falls in harmony with the Yorub& adage

which says, Igbd ara 13 & bfira, a ki 1 bl Sango
Jlérdn (One should swear at the appropriate time,

it is worthless to swear by Sangb, the thunder
divinity , during the dry season.). BabA Orisa-

Oké envisaged the necessity to remind his
daughters of the Yorub& norm which stipulates that
one should not keep silent when it is time for

him/her to get married.
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‘The traditional Yordb& people regarded three
things as most essential in their socio-cultural
life. These are, owd (money), omo (chiidren) and
atkGléwe (longevity). TheYy believed that, before
man's life could be successful and meaningful,
he/she must possess those three "basic necessities".
However, it needs to be realized that the people
believe in hard work as the only legitimate means
of getting money with which one could marry a 306d
woman: - - from whom responsible children would

emerge.

The marriage institution as practised among
the traditional Yorib& people was given prominence
in Oghnmdla's folkloric plays probably because
Ognmdlh himself knew its significance and worth
within the Yoridb& social context. Consequently,
in "saaru Lagbd,' Ogtnmblé informed his audience
about how SuGrd (K¢yindé), Qmo (T&yéwd) and Owbd
(1adwti) were given out in marriage by their parents
when they were ripe enough to get married. in
"Qgbdn ju Agbéra," it seems that the war captain
of 0168y4 had no wife who could have stood by him

and given him useful advice; hence, the princess
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of Onik&nin was able to play her pranks successfully,

and in "0jG la ri' "Esd Qddrd" and "BQlorun-d-pani,
Yorub&a families feature prominently. In The
Palmwine Drinkard also, there is a well organized
wedding by the ‘'kind-hearted mother' for Lafké
and Bisi, and this was purely in the Yorub& socio-
cultural setting for the fact that all the major
processes that usually accompany * the Yorub4,
traditional marriage ceremony were given due
prominence. :
Meanwhile it seems that Lahké's 1ifé became
a settled one soon after his wedding with Bisi.
This explains one of the reasons why the Yorubé
people take the inétitution of marriage as a
significant one. Among the people, any man or
woman who fails to get a man or a woman as his or
per partner would be continually queried as to why
he or she has failed to comply with the age-old
traditional .- norm. Men who are even sexually
impotént get married in order to save their faces
as pointed out abovl s
or the faces of their immediate relativest/and
also to get someone to look after the domestic

establishment. In this case, we may say that
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unbil he 3°t mareied
gum@Jh deviant from the Yorub& custom which

forbids a man or woman to remain single and without
children, although there were exceptional cases

whereby some men were customarily made impotent

queens
and permitted to live within the palace and-among the

in order to run errands. Despite that, the song
at the early part of the play shows the Yorubé
traditional - norm when it says,

M je n pdfo,

Mo je n pdfo,

Bddmirs fémi naa 1fmo.
Mo jé n pofo. O

Do not let me go empty-handed,
Do not let me go empty-handed,
Edumird, please provide me also with children

Do not let me go empty-handed.

Lahk u seems to have deviated from this norm

at the outset and started to show us that he was
neither interested in having a wife, children nor

houses, but he had to imbibe the tradition whf%h he

had apparently opposed earlier on.
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‘However, it should be pointed out that marriage
nowadays is no more strictly mandatory gor any young
adult of marriageable age, and there are a few cases
of confirmed bachelors but these are a product of
the influence of foreign beliefs. There is also
the adverse effect of the Btructural Adjustment
Programme which is biting hard on individuals within
the Nigerian cultural environment which must be
reckoned with. It needs to be emphasized, howevé?,
that the number of such cases is, as of now, quite
small. But the fact still remains that axfyone.
whether male or female, who has reached the age of
puberty and marriage but fails to abide by this
societal norm, alwa&s feels ashamed in the midst
of his fellow men or women and contemporaries,
especially during social gatherings and annual
cglebrations when every one starts counting his or
her blessings.

It is also notewotthy . that, among the present-
day Yorub& people, giving out one's daughter in
marriage through the personal wish of the parents

and, against the girl’s consent, is no longer in
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practice, except iﬁ?few cases where traditional

norms are still being adhered to. With the introdu-
ction of Western education and the European system

of marriage in the Yoriub& society, notable changes
have taken place and Western cultural ideas have
drastically affected the indigenous marriage
institution. Parents, on several occasions, do not
possess authoritative power to interfere with their
children's choice of husbands/wives or dictate to
themes Instead, they now give what they feel could be
useful advice to their children who have reached
the puberty stage and sometimes warn them to be
extra-cautious when looking out for husbands or wives.
This may probably heip the bachelors or spinsters
to choose good and = responsible future partners
and avert future calamities or problems which may
likely crop up within the matrimonial homes.

: Unlike in the past, a Yordb& boy or girl of
marriageable age may now decide on his/her own
volition to choose his or her wife or hushaﬂd,.
sometimes without the prior knowledge of his/her

parents. In some cases, young couples today Jjust
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preseﬁt their partners in marriage before their

family elders for formality's sake, and bgfore their
parents as a matter of courtesy and for final approval.
This is probably why some people, especially the
traditional elders within the Yoriub& commﬁnity, attri-
bute the present high rate of divorce and turbulent
family life among our married youths today to the

departure from the traditional marriage norms and °

practices.

In his folkloric plays, Ogdnmblé might seem not
to be in support of polygyny in as much as he presents
a picture of monogamous families in these plays, but
one may assume that OgGnmbla was trying to put before
his audience the view held by many traditional Yorub&
man and women that a single woman/wife is ideal for
a man who loves to live a peaceful and simple life.
Thi% is deduced in one of the If& poems which says
that only one woman is ideal for a husband.

dglnmpléa tried to focus the minds of his
audience on the above concept of monogamy and tg
bring forth his personal view as entrenched in the

If& literary corpus. Therefore, he presented some
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monogamous family units in "Sdfiru lagba,’ "ojh la

riy/ "BQlorun-d-paniy' "Bsia Odara" and The Palmwine

Drinkard, to mention just a few plays.

The idea to choose Suru (Keyindé) as a wife by
Ognjsnd may not be a mere co-incidence. It seems
that Oghnmdlé intentionally wove this into the 'plot
to show the traditiqnal Yorib& practice which states
that, under normal circumstances, the most senior
daughter in the family weds before her younger
sisters could think of engaging thegselves in marridge.
In this case, it was not often allowed to getrothe
a younger daughter to a man when her senior sister
had not been married to some-one. The plot in
"SuGrd lagba" makes it possible for QOg(injénad to

choose Kéyindé who is the most senior daughter of

Bab& Orisa-Oké, despite the fact that Oglnjhné's

fther wanted his son to choose Kéyindé'"s younger
sister, T&yéwd. This practice is similar in nature
to what operated among the Hebrews of the Biblical
record where Laban refused to give out Rachaelz. to
Jacob in marriage before Leah who was the senior

daughter. When Jacob eventually demanded for



256.

Rachael because of her beauty, Laban refused and
said, "It is not so done in our country, to give

the younger before the first-born:""1 In "SUGmM

L&gbé{ although B&ba Ortsa-Okeé was not strict
in giving out any of his three daughters in

marriage to Ogﬁ_gjéna if he chose one out of theu
younger ones, Yet he made us understand that the

traditional practice was to wed the most senior

daughter before the yYounger ones. This is deduced‘

from his reaction to QOginjfnd's final selection when

he says.

Ika t6 t§ siml la fi 1 re &
... Byi Kéyindé (SaGrd), dun n&a lagba

gbogbo wpn...'bun néa 16 st ye¢ k& kb

sin lo 1& oko ldsin 1dHra...
apProPr(at&

The nose is scratched with the &4 finger

++.Kyindé (nicknamed SuGrd) is the most

senior of them all ... And & is sghe
who should be accorded with all necessary

things and procedures in marriage.

Meanwhile, the practice whereby a senior daughter

must get married before her junior ones is no more
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stridtly observed. The reasons for this inevitable
gsocio-cultural change may be attributed partly te

the embrace of Western culture and the modern
educational development. With regard to the issue

of monogamy, it needs to be emphasized that majority
of our contemporary Youths now prefer to he mdhoga-
mous rather than hgving several wives and incurring
series of ‘insurmountable problems that go with
polygyny. This radical change may not be uncomnected

with the present economic crunch which, according

tompopular opinion, makes life most unbearable for
all and sundry. Notwithstanding this fact, some
affluent people in the society still delight in
marrying as many women as possible, sometimes deing
their faces under foreign religious dogmas and
teachings.

* The social institution of naming a child is
also significant in Yorub& culture. In "0jf la
riy' the parents of Akinlawbn are very happy when
the baby boy is delivered. Therefore, in line with
the Yordb& custom of naming, they named the boy

Akinlawbn which gdmantically implies that the new
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born baby has brought to an end the incessant
quarrels and misunderstandings which were earlier
frequent between the parents. Consequen%ly, this
explains the Yorub& practice whereby children are
named according to the circumstances that are prevai-

ling at the time of their birth.

ii. The Yorub§ Traditional and liodern Economies

According to O. Otite and W. Ogionwo (1972),
land is a key item in any economic system.42
Therefore, in discussing the Yorub& traditional and
modern economies, it is pertinent to look at 'land"
as a central theme.: It is an indisputable fact that
Yorub&land is naturally endowed with fertile agri-
cultural land areasj hence, one could say that more
thfn three-quarters of the traditional Yorib&
pebple are farmers., Despite the fact that many
Yorub& people have now acquired Westeryg educatiom
and can read and write, majority of the peoplg,
still engage in agriculture. 1lu "Esu Qaaray
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Vganmplh reminds us of the Yorub& traditionall occu-
pation when he presented Dada and Qk& as professional
farmers who inherited the art from their fathers.

In "Agoorémégika) the occupation of the principal
character has been well established at the beginning
of the play. He brought into focus a typical farmer

and craftsman in person of Agoorem&stka who, we learnt,
43

settled peacefully in his ggdn, -~ cultivating crops
and making baskets as pastime business. Al&1d&a

in "0jt la ri" was a renowned farmer who always kept
himself busy on his farm, Finally, in "SdGrd Lagbal.
Babh Orisa-0ké was a farmer of repute. We learnt
thia when he was sharing his properties among his
children. He gave all his landed properties,
especially his cocoa and kola-nut plantatiomns, to
Soard and Qm®.

Oglinmplé was probably of the conviction that,
in spite of our educational development, we cannot
do without farming. It appears that Dgtnmblh was
reminding the Yordb& people, especially those who
have neglected this traditional occupation (farming),

to go back and start tilling the land. In this case,
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Ognmdla seems to have joined several people of his
days who held the opiniem that, without taking to
farming, a nation may face the disaster of famine

in future. However, campaigns in support of the

above view are constantly mounted by successive
Nigerian governments and various projects .in aid of this
_policy hdve'been eibarked upon. Generally,

.schemes seem to have started to yield expected results
as more people are going back to farming and returhing
to the villages which they had deserted. This, of
course, reminds us of a popular song which teachers

in the elementary schools teach their pupils and which

says:
iwé kik®,

Laisi okd,
Ati ada,

K6 1 pé o

Ed 1 pé o
156 agbg ¢,
Nigé ileég wa.
Bni ko sise,
A ma jala. 3%
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Bducation
Without hoes

And cutlasses
Is incomplete
Is incomplete
Farming

Is our indigenous occupation
Any one who does not work

Will steal.

Apart from agriculture and the opportunities
offered by the availability of land within the
Yorub& geographical environment, other professional
occupations exist. These include, traditional
crafts-making and designing, traditional brewing,
warfariné and palmwine tapping, to mention a few.

In dDgunmpla's play, "Suard Lagbdy we also
discover from the outset that Oghnj&nd and his father
are'praditional ar:. professional blacksmiths. The
actions of the two men establish the fact that
blacksmithing is one of the major occupations of
the people and the interactions between these two

men and their customers re-confirm the importance

of this occupation ameng the Yoriba people; The
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word 'lgbydﬁ' is a derivational word which probably
evolved from the twe roet words, 'dgb¢' (farmer)

and '$d¢' (hunter), which become "Agbegdé“; During
the process of contraction and ellision, the initial
vowel '$' at the beginming of the word 'od%' (hunter)
is elided, end finally, this derivational noun
(igbeedn) becomes agbdde, which semantically means
'the smithy’ or "the blacksmith' himseli.*” Among
the Yorib& people, bbacksmithing is basically a
man's job. This may be due to the fact thgt the
work needs a little bit of energy for lifting the
heavy materials used in the smithy. Various tools
and farming implements are produced from raw iron.
This raw irem is nelfed in furnaces which are esta-
blished in different locations throughout the

Yoraba country}46

Articles produced include diffe-
rent types of sliding bolts for keeping doors shut,
pins, stirrups and horses’bits, chains, bangles

and rings, amulets and anklets, axe-heads, cutlasses
and hoes for farming work, swords, and guns fow
hunting and warfaring, iron rods and traps. Apart
from farming, the Yorib& people usually engage them-

selves in hunting, either as a pastime or as a
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special hobby. In this case, they get the instru-
ments used for both their farming and hunting from
the smithy. This may account for why the smithy

and the blacksmith are often referred to as Agbgds.

It needs to be emphasized, however,. that, in
spite of the fact that imported iron and steei have
greatly influenced the technological development
in Nigeria generally, it is an indisputable fact
that the traditional Yorub& blacksmithing is stiil
a craft to be reckoned with today, particularly
among the people themselves. Majority of-the
Yorub& farmers and hunters still make use of the
indigenous farming and hunting implements.47 . This
is due to the nature and system of agricultural
production which is yet to be mechanized and
modernized. In addition, majority of our peasant
farmers could not afford to purchase even the
iﬁported hoes and cutlasses because of the exorbi-
tant prices put on them. The hunters also are not
legally allowed to possess modern rifles, unless

under strict licence. These reasons, among others,
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account for the inability of our numerous farmers
and hunters today to possess and use the imported

materials/implements for their activities.

Therefore, Oginmbla seems to believe that the
traditional blacksmiths and their products are still
relevant and useful in the contemporary Yoridb& society.
He probably believea that, if this craft could be
developed, there is no gainsaying that the majority
of the Nigerian populace would benefit immensely’
from its technological growth. This is probably
why he presented before his audience, in "Suird
Lagbdy a smithy where Ogunj8md and his father were
seriously working as professional Yorib& blacksmiths.

Basket—making'is another popular craft among

the Yordba people even up till today. Ogfinmdlé

therefore presented A'gooremasikad in "Agoorembhgika"

as a specialist in basket—making; It should be
r;alized that baskets are used generally by many
Yorib& men and women, either for business transaction

or to harvest crops in the farm.48

-

Despite ths fact that various types of baskets
made with different materials are being introduced
into the modern Yordb& economy today, the
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[ =4

traditional types which are made with the outer
cover of the palmtree branches are still popularly
in use both in the villages and in the urban centres,
especially by women who sell agidi, as we have

seen in "Agoorem&gika". Consequently, Ggﬁnm¢1&
seems to hold the opinion that this type of craft
and others of a similar nature should be developed
to boost our economy. Apart from this, it will ‘
provide employment for our =econdary school

leavers who now roam about the streets.

Brewing of different types of traditiomal liquor
is another significant occupation of the Yordb& people.

Liquor being produced include gmu (palmwine), dgird
(raphia wine), g¢kdté (corn wine) and agada-agidi
(plantain wine). Meanwhile, emu (palmwine) is the

most popular and widely taken among these kinds of
l:iquor, and one could claim that gmu is found in
almost every part of Yordub&land even up till today.
According to information, emu is taken by more
than eighty per cent of the Yordba people,pr&%ab%?

due to the conception that it prevents and cures some



514 Oglinmdla (right) as Agooremfsikd in his
wt making a basket for one of his customers (left).

Photo by courtesy of the Institute of African
Studies, University of Ibadan Pholojraphic
Pivision, 1968.
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common tropical diseasesug. This might account for
the reason why gmu features prominently in some of
K61la Oghnmbla"s folkloric plays. Emu is even made
a central theme in The Palmwine Drinkard where the

central figure is Lafkée qu.
Looking critically at some of his plays, one may

hold the view that perhaps Oginmbl& is trying to
point out the advantages or the disadvantages
of taking alcoholic drinks excessively. In "Qgbdn
Ju Agb&ra for instance, Dghnmdlé used palmwine as
a bait to entice the war captain of 0164ya to his
doom. Here, the intoxicating effects of alcohol
(palmwine) made the ~aptain lose his senseé,
"revealing the secreté behind his overwhelming
success in warn) 20 In this case, excessive
drinking of alcehol (palmwine) made the war captain
fall prey in the hands of the princess from
Onik8nfin. Also in "Ajé ki i1 gb&) palmwine was vsed
by one of the three robbers to murder h{s two ofher
colleagues when he mixed it with poison. In ggg
Palmwine Drinkard, of course, Lanké Qmu would
have met his doom in his adventure to find his
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dead palmwine tapper. He embarked upon this

wnnecessary and risky venture due to the.fact that

he had been accustomed to excessive palmwine drinking.

égﬁnmbla seems to . focus his attention on
palmwine for the fact that it is a brand of liquor
which has been part and parcel of the Yoruba social
life. He looked at this, first from the economic
viewpoint by presenting Alab&4 before his audience.
as a professional palm-wine tapper. Alab& earmed
his living basically from palmwine tapping, and
was known by all and sundry as a tapper of great
repute. Also, in the same play, we realized that
palm-wine is commonly produced and found in aimost
every market and farmstead throughout Yorib&land.
In "Ajé ki i gb&," palm-wine featured prominently
as a popular brand of liquor.

Although it is necessary to bear in mind and
note the adverse effects of palmwine on human health
and on the totality of man's social and economic
life, one should not be so blind as to miss sfeing
the advantages of this primordial brand of liquor
in the socio-cultural life of the Yordb% people and
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of the Nigerian nation in general. Recent research
has revealed that palmwine is therapeutic in nature,
and that it could perfectly cure peptic dleer.”’t
It has also been revealed that it contains medicinal
and nutritional contents and could be a beneficial
addition to the local diet which tehds to be lacking
in vitamin B. It is also believed that palm-wine
is a useful source'of Vitamin A, B, and D.
Meanwhile, with the modern technological
development, apart from the local ones, several
palm-wine factories are being established within the
southern states of Nigeria; and palmwine is now
being preserved in bottles like the imported alcho-
holic drinks and beverages. However, it would be
worthwhile if the Nigerian governments could encou-—
rage and assist in establishing more palmwine facto-
ries which would produce and preserve qualitative
anh quantitative wine for local comsumption and for

exportation;

From the remote past, trading has been the
chief occupation of the majority of Yorub& womenfolk.
Apart from these iew literate ones who are now
employed as government officials or those who take

—

2
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up white-collar jobs in factories and private
establishments, majority of the Yorub& women are
traders. According to Ojo (1966),
Trading grew apace, Yorub& women being
the trade specialists, as they always ;
™ had been traditionally. The enterprising
and astute ones connected one market
circuit with another on trade journeys

covering up to one hundred miles and52
taking between four and five days...

As found in "Asooremigikad", some Yorlib& women
are noted for producing and trading in gkd/agidi,
which is still one of the major food items.of the
indigenous Yordb4 man or woman today. Despite
the fact that several types of local and foreign

foods are being introduced daily, g¢ko/agitdi is
still found in the menu of many Yorub& families
up till today. Also, in "Ajé ki i gbé,’ Babh
Alawhije and Iya Alhwlije (the cowpea merchants)
feature prominently. Apart from this economic

. there
business, is also petty trading in food and

food-stuff as observed in the play. Various types
of foods are seen being advertised for sale. Among

these are iy&tn (pounded yam), ¢bad (one of the
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foods produced from cassava product), amala

(cooked esassava or yam flour), and such meat as

gakt (tripe), ifun (intestines of animals) and
gran igbé (bush meat).

The foodsellers are seen advertising thqir
trade or business to boost their sales, and this
reminds one of the Yorub& custom of trade adverti-

sement. Hence, one hears in the play,

Eba rés,
Pran reé,
Iyan &n gbdn& wa h bi o.

Eba is available,
Meat is also available,

There is hot pounded yam here.

This type of technique and language employed to
sdvertise business or trades is common in the
traditional Yorub& econom¥y:. Though the

advertisement in The Palmwine Drinkard where one

evil spirit di?ﬁ}gzéher wares is not trué toslife,
it also portrays the Yordb& custom of advertisement.

Dglinmdlé only imitates the plot in Irinkerinde

Ninfi Igbo Elégb2jed3 ¢, terrify the victims.
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Finally, in "0jt la ri' Ajifowbwd and Abbi

(his wife) trade in tobacco, kolanut, gun powder
and potash. These are some of the majér economic
activities found among the traditional and the

modern Yoriub& people.

Despite his religious influence and leanimg,
Dglnmplh did not hesitate to point to the fact that
the Yorib& Qbas (kings) once wielded enormons
power and authority over their subjects. They

were regarded as final authorities whose .utterances
carried unlikeable authority. This is probably
why the oba (king) in "Qldrun 16 mejdd d&" is

seen being praised'in the following manner;

oo K&biyésil

Orisd kd p& méji,

Ekin !

Eabiydsi! oba tb ju gbogbo oba 1ol
Iwp loba t1i 1 géni 1 je,

T& 2 gbodd mi fin-in _ -
Iwg 1l9gbdgbd ti fh gbar& adaghd.
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«esAlmighty!
God without . rival

The leopard!

The Almighty, king who is above all other kings,
You are the king that bites,

And one must not whimper in pain,

You are the saviour who saves all and sundry.

The aboie praise poem is similar to those we
alwayYs hear in Yoridb& royal palaces. Like other
Yordb& kings, homage is paid to the gba in "Qldrun
16 mejdp d8" in form of praises. The oba is believed
by his subjects to be the possessor of an unparallefed
authority and the second in command to the gods or
the divinities. Whenever disputes or any misunder-
standings oécur among the people, the gba mediates
because he was recarded as the equitable judge .
Instances of this are found in "Qlorun 16 mejdd da"
and "Agooremagikd" where the gbas mediate over
disputes and pronounce their judgements which must
be unreservedly obeyed. It may be recalled that
the institution of obaship is still a significant
one among the Yordba despite the incessant feuds
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and disagreements among the present day traditional
rulers. The Obas still play a prominent.role as
the spokemmen of the people at the grassroots level

and are still highly respected among their subjects.

The Yoraba people believe in destiny and
re-incarnation, and this may be briefly discusied

here. According to this conceptual belief, every
human being has chosen his destiny in heaven before

he/she proceeds into the world and that anything
which may happen to a man/woman in life (good or

bad) depends on what type of destiny he/sﬁe has
chosen. This is why the oba's messenger in "Qlbrun.
16 mejPb d&" comments that the purported innocent
blindman should, in énother world, choose a favourable
destiny. The explanatioh on the blindmanls fate
reminds one of the Biblical rule in Exodus which
st?tes partly that, God will visit the iniquity of
the fathers upon the children to the third and the

fourth generation...54

The belief in bird familiars and the use 3f
incantations are also worthy of note. The people
- believe that bird familiars often carry bad omen
and that whenever these strange birds cry, unfavou-—

rable incidents often follow. This belief .
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manifests itself shortly before Laﬁk§ was about
to go to the house of Ikfi (Death), and  his gyinv
encounter with Ikfi shows the authenticity of this

belief. The use of incantation, on the other hand,
also plays a significant role in the play as it
deals with the Yorib& cultural belief in the
existence of supernatural beings'and the notion
that their evil machinations can be controlled bX
the use of incantations, which is believed to be
one of the most potent methods of subduing the
powers of these spirits;

The custom whereby visitors, may be friends,
relations, or strangers, are entertained among the
Yorub& people emanates from the belief that an .
angel or creatures from the spiritual realm may
pose as human beings and appear before a man; The
Y.mib& people are usually of the view that these
strange people must be fairly treated in order to
avoid future catastrophes. Therefore, the idea
whereby visitors are entertained in some of *

Oglnmdla's folkloric plays may not be unconnected
with the 88%®14 4 0qitional belief. In The

Palmwine Drinkard, Ladhk® entertains his guests

with palmwine but the unfortunate thing is that
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the entertainment is excessive. abnormal and

uncalled for. In "Ajé ki i gbe," Baba AlGwhje gave
five shillings to 1y& Aléwlje for her entertainment,

and this reminds the audience of the Yorub& custom

of hospitality to strangers.

iii. Yorub& Religion and Belief Systems as
Presented in Oghnwdl&''s Folkloric Plays

Iike in some ethnic groups throughout, the
world, studies in Yoridb& religion and belief systems
produce a complex theory. Several scholars of
reputess, both local and foreign, have discussed the
Yorub& religion and belief systems. Therefore, it
is quite unnecessary here to bother ourselves with
a discussion of the Yorub& traditional religion and
t«lief systems, but to look critically at Oghnmbla's
philosophical thought on the Yorubh religious
beliefs and cusicns. However, it would be nece-
ssary to mention that the Yorub& religious life is

emshrined in their folklore and folklife.
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As we have been made to believe by past
writers and scholars, 0l6ddmaré and his primordial

divinities have been in existence since the beginning
of creation. According to Idowu (1962),5é'glggg§§£§
was instrumental to bringing into being the
primordial divinities and the spirits who dwell in
the spiritual world, and that all natural phenomena
like trees, mountains, valleys, rivers or streams,
lakes, etc. are inhabited by spirits which may bé
either benevolent or malevolent to the human spescies.
This view is still being held by many Yorubh men

or women today. According to the If4 corpus,57
these divinities and spirits are four hundred and
one in number, but fhere are variants to this number
in some other oral traditions. .

In Oghnmdl&'s folkloric plays, the Yordbh
r?ligious practices and belief systems feature
prominently. For example, River AbMbdtEn in
"0ja la ri" was believed to possess a water goddess
which usually blessed its worshippers, or thqge who
approached it, with children. Among the Iorﬁﬁa
traditional and contemporary societies, similar

requests are not unknown. Women who had not
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succeeded in becoming pregnant for a long time
after their marriages go to worship qun, gra,
Qya or other river goddesses and beg for children.

In "0ja la ri" Ajifowdw@'s wife who had a
problem of barrenness consulted the awdxd (priest)
of river nggpgggg who assured her of getting a
child from the river goddess, but warned that the
child must not be allowed to go near tae bank of
the river throughout his life. The success of this
couple in getting a male child (Akinlawdn) confirms
the faith of the traditional Yorub4 man or‘woman
in the omnipotence of these river goddesses in
procuring children. In "Sdfrd Iaghbdy' although
Vgtnmpld did not show where Ogfin is being worshipped,
he made it clear that the YoridbA peorle believq?%he
existence of Qg as a divinity when he geve one
of his major characters (0zfnjénd) a name that shows
us that he was from a lineage that worships égiz
(the god of iron).

However, Ogtnmola was reluetant in presemting.

the spirits found ir Me lalmwinz Drinkard as those

to be propitiated or worshipped by huu: beings.
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He just presented them as spirits which possessed
extraordinary power which could be harmful to the
human species. They were not depicted aé super-
natural beings capable of being venerated probably
because the majority of them were malevolent in
behaviour and action or for the simple fact that
they were generally inimical to the welfare of
human beings. The wicked spirits at the town of
the "evil-doers" can be cited as a typical ethplé.
On the other hand, it should be realized that
there are two sides to a coin. There were also a
few among these spirits who are benevolent towards
man. Oltugbd and the "kind-hearted Mother" of the
forest whom Lahk® and Bisi met in The Palmwine

Drinkard are notable examples;

The Yoruba belief in the existence of spirits
also features in "Oju la ri," The plot whereby
Ajifowbwg¢ hoots to Al&id&a at the farm is
intentionally woven into the play in order to remind
the audience of the Yoridb& belief that malevo}ent

spirits may harm one if one's name is shouted at
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the dead of night or in the lonely forest or jungle.
Apart from the religious belief and faith in the
Supreme Deity and His supernatural agenté, several
things which form the basis of the Yorib& traditional
beliefs can also be deduced from 6gﬁnmbléﬁs folkloric

plays. For instance, the traditional Torubé man

believes that SUrd (patience) and Iwd P8lé (gentle
and good behaviour) are very essential for a
successful life. This may explain why Ognmdlé
chose and personified SuGrd as a major character
in "SuGrd Lagba" and made her behave in liie
manner. Perhaps, Oghnmplé‘''s preoccupation in this
play is to call back into memory the Yorub& belief
that patience is the.best form of human behaviour
and that those who possess SUlird are always peace-
loving people and could perform some tasks which
may seem difficult to accomplish. This conception
can be corroborated by a Yordb& proverb which says,

OnisdGrd ni i fOn ward kinniin (It is the patient

man who milks the lioness,). Consequently, égﬁnmblé
probably re-emphasized the significance of patience

in Yordb& belief and philosophical thought and
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submitted that patience is the best form of human
behaviour. It is also believed among the Yorub&
people that, with patience, some knotty problems

which may seem insurmountable could be solved.
This is evident in a popular Yorub& maxim.which
states that SiGrd 18 se dkfita jinn& (With patience,

one can cook a stone to the point of its softening,).

In "Qgbon Ju Agbara, . thentraditional Yordb :
belief and philosophy which states that wisdom
surpasses power is re-affirmed. According to a

Yoruba popular maxim, Al&gb&ra m& mérd, baba Jdle ni

(A strong but senseless person is the father of all
indolent persons). Meanwhile, this does not indicate
that one should be lazy and idle but it means that
some of the major problems in life could be tackled
with agility, a sense of commitment and abundant
wisdom. In this case, therefore, the traditional
Yordb& people are of the conviction that, before a
man could be competient enough to face the odds of

life, he must be as wise as the asarun (tsetse :fly)
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and be knowledgeable like Qpé¢lé¢ (i.e. If&, the
oracle divinity). :

iv. Yordbé Political/Administrative System.

bl

The Yoriuo& political/administrative system
is a complex one which needs proper study and
analysis. It should be noted from the outset that
the prevailing system of government among the
traditional Yorib& people was hierarchical, that is,
it starts from the family unit and moves up to the
village level, and finally to the town level, where
the position of leaQership becomes monarchical.
The Yorib& political control starts with the family
unit where the father is automatically the Head and
controller of tlhe family. He gives every instruc-
tion which must be obeyed by each member of the
unit, although he may delegate power to another
member of the family who is next to him in age: The
father, assisted by his wife, maintains the family
and sees that there is peace, harmony and concord

within the unit. This can be corroborated with
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Ajayi''s submission which states,

The most basic unit of the ngerlan Society
is, of course, the family and it is through
the family that we all first experierice
authority. The concept of authority tran-
smitted through family life is fundamental
to any political culture as it tends to be
embeddeg within the deepest level of our
psyche. 8 \

With regard to this, bgﬁnmblé presented Bab&a 6risa-
Ok& in "Sutrd Iagbd" as the Head of his family

and compoﬁnd. He controls the family with the 3

assistance of his wife. Anything he says is final,

and his wife and her children listen and obey his
instructions. None of theh was bold enough to
oppose him or his wish when he shared his properties
as he liked among his children . K&yindé, the éldest
daughter, did not oppose her father's wish when she
was given out in marriage to one of the sons of his
father's friends. Probably, this custom was still
in operation within the locality during OgGnmbla's
time, because there was no one who could oppose

Baba Orisa-éké among members of his family.

In "0jt la ri" and "ErG yatd sbmo", Oglnmblé
presented Ajifowbwd and Aniyik&yé as Head and
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Authority over their respective families. Ajifowbwe
and Aniyik&yé have the final say in all discussions
with their wives and they dictate their.wishes to
them.

The next level of political/administrative
hierarchy is the position of the Head of the house-
hold (Ba&lé ilé). He may be in charge of a compound,

particularly in an urban area, or a Head over a |

village (Ba&lé abd) usually comprising people of
the same kinship ties or affiliation. However,
it should be noted that age was an important
determinant in pbecoming a Ba&lé among the Yorubé
people. They believed that an old person or an

elder who had got series of life experiences must

be capable of solving many of the socio-cultural
and economic problems that might surface within the
héusehold. bgﬁnmpl??saw this as the concept during
his period and hoped that, if this could be main-

tained, peace would reign supreme in the society.
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Unfortunately, majority of the contemporary
youths do not take elders' advice or wisdom as
relevant. They do not support the popular maxim
that says, "The words of the elders are words of
wisdom This, according to some youths, are no
more applicable in the present jet age. Therefore,
they tend to free themselves from what they regard

as the con#entional yJoke of the elders, and they

are always ready to snatch power from the old men/

women as much as possible.

The next rung in the hierarchy after the
Baflé is the position of the compound chief (1jdyé
adtgbd). In some to&ns, these people are known
as Mgga31; He controls all the family units in his
compound, whether they are related by blood or
ot@erwise.

. After the Mbgadji comes the Ba&ld of small towns
who are usually under the sovereignty of another
bigger town. The Ba&l¢ was directly responsib;e to

the Qba, and he pays annual or periodic tributes to

him (Qba). In "Sufird Lagbal Oglnjbnd's father
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(Agbede-Ogtin), mentioned that Bab& Orisa-Oké was

an authority who haa a wide area of Jjurisdiction
and that his order must be instantly obeyed.

The Qba was at the apex of the hierarchical
structure of authority. All power was vested in
him, and he is usually referred to as Kébizési:59
In "Dgbdn Ju Agbéra)! the Qba of Oniké&nfin and the

Oba of 016dya were traditional rulers of their
subjects and directed them in all national events;
In "BQlprun-d-pani-gba-3-1&-pani)' "Qlorun 16 mejdd
d&)' and "Asoore-ma-gika)' the Qba were presented as
the sole authorities that were omniscient, omnipotent
and they could do anything they wished with impunity.
Although Oglnmdpl& agreed that the QObas of his
days were very powerful and wise, he did not believe
that the Qbas were all-powerful, omnipotent and
oinscient; In a nutshell, 6gﬁnm§lé disagrees with
the notion that Qbas could be equated with Qldrun
(i.e. God) especially in wisdom and impartial
judgement. Therefore, in "QOlbrun lo méjbd LY
Ogtnmbla pointed out that only God is the equitable
Judge, and that earthly judges only make efforts,
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also, in "BQldrun-d-pani-gba-kd-lé-pani" and
"Agsoorembsika,)'. Oghnmd1& hinted that there is no
power greater than God's and that only God can

provide succour for human beings. Here, it was

emphasized that human beings are ordinary mortals,
and thaty

/bnly God is immortal, omnipotent and omniscient.

However, since the colonial period, several changes
Ahave_qpcn#nednwiﬁhih-%h&ggigerian poXiticaX "' 2
culture in general and the Yorub& political tradi-
tion in particular. Authority and power had since
shifted from the traditional rulers, and now the
government, the judiciary, the executive and the
legislature wield enormous power. The weakening
of an QOba's authority over his subjects is a foregone
conclusion, and the relevance of traditional rulers
in the governance of the Nigerian societies is a
controversial issue. Practically, the Oba now
reigns but does not rule. They are only representa-

tives of their people at the grassroots level.
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Although some people, especially among the
literate elites, are of the contention that the
traditional rulers are no more significant in the
political administration of the country, yet the
existence and relevance of the Qbas in the Yorubh
political/administrative set-up should not be
underestimated. - The government and people of
Nigeria in general should heed the warning of J.
Smith who says,

He who attempts to resume the stability .
which chieftaincy provides without first
ensuring an even greater stability is
courting disaster...Present day Nigeria
can no more do Bithout the chief than the
British could.®

In view of this, bgﬁnm@la seems to support this
claim by presenting the Yorub& Qbas as significant

people in the political and administrative systems.

v. Yorub& Traditional Science/NMedicine

Like any other nations of the world, the
Yordb& people are a2 force to reckon with, as

regards scientific knowledge in traditional medicine.
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Medical knowledge was not unknown among the people
from the remote past, and the Yorub&4 man has been
preventing himself from and curing vari&us ailments
and diseases before the advent of the colonialist.
In other words, Ogtnmdla seems to point out in his
plays that the knowledge of medicine and health-care
delivery is not a monopoly of any race or any

society of the world.

In the traditional era, the Yoruba hunters,
who also served as warriors for their towns, were
believed to possess potent medicine and superna-
tural powers; They made use of these when occasion
demanded, especiall; in battles against neighbouring
towns or villages or during hunting expeditions.
Therefore, evidence abounds in égﬁnmblé's plays,
showing that the Yordb& people have developed a
highly sophisticated medical technology prior to
the arrival of the European Missionaries who first

introduced the Western medicine and medical systen

in their colonies.
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5gﬁnmbla shows that the Yordb&, like other
people throughout the world, use various -herbs and
roots for medicinal preparatiions. Therefore, the
use of roots and herbs for therapeutic and curative
purpose is hereby brought into the lﬂnelight. As
we have observed in "Oja la ri)' Dawbdl goes into
the forest in search of 1nabiri (plumbago zeylanica)
root for the preparation of some medicines. Although
we are not told in the play what iInabiri root is
used for, the present writer discovers from another
source that, among the Yorib& people, indbiri root
may be used as a tonic while its leaves may be
manipulated to cure intestinal worms (ardn). The

seeds are also used by circumcisers for tattoos and

6l

facial marks. Also, in The Palmwine Drinkard,

when Lafk® Omu was approaching the house of Ikfi
(Déath), he started to chant some incantations
which thereafter nide Ikli become unconscious and
submissive. The chanting of incantations is a

common incident in this play. Another period ;brth

noting was when Lafk& qu chanted some incantations
to free Bisfi from the wicked spirits of the forest
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who could have killed her. With these incantations,
Lahké qu was able to cast a spell on the weird

spirits, and they could no more talk but went away

dumbfounded, leaving Bisi unhurt. It is also
pertinent to note,in "Qgbbn Ju Agbara," the efficacy
of traditional medicine and magical objectsgespecially

during war periods; During this period, magical

charms are displayed and manipulated with the belief

that they would work wonders for their possessors.

In this play (Qgbdn Ju Agbéra"), we discover that the
01b68ya war captain was able to have an edge over

his opponents probably due to his magical power.
Unfortunately, however, the secret of his magical

power was disclosed to the Onik&n(in warriors as a
result of his - (Olbdya Captain's) carelessness
and drunkenness. In this case, the 34sb (the
coiffure consisting of hair plaited into horn-shape)
on the head of 016dy% captain which served as his
protector against the enemies, was rendered impotent.

Also, it is the general belief among the Yorub&

people that everything or everyone has one taboo
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or the other being associated with one. In the

case before us, the 34sb on the head of g;ggz_'s
captain must not be hit with the 9sépdtu (sida
carpinifolia) plant. Otherwise, it will become
impobent and this may adversely affect the posse-
ssor of the magical object. The nggbtu plant was
therefore used by the people of Onikfinfin to hit the
0168y2 war captain on the head and this rendered him

impotent, and he was immediately captured.

.

LAﬁkg Qmu and Bisi also used egbé62 to

save themselves from the hands of the "evil spirits"
who wanted to sacrifice them to Oglin (god of iron).
Lafk® Omu was also given a magical egg which could

turn ordinary water into palmwine.

Although some pebple may argue that incanta-
tions belong to the realm of magic, since the
spiritual forces are occasionally involved, it should
be noted that, sometimes, the physical and the
spiritual intersect and cut across ecach other's

planes. This is one of the mysteries of life whkich



293.

even Western sciences have not been able to decipher

or explain;

Now, the majority of the Yordb& people embrace
foreign religions, and therefore reject the traditional

norms and practices. They are embracing alien. cultures

to the detriment of the indigenous ones. Some who
embrace Christianity or Islam, which are the two
popular foreign religions in Nigeria today, are so
fanatical in their faith that they do not take
traditional medicine or patronise/consult ftraditional
doctors whenever they fall ill. Some even reject
both the Western medicine and the traditional one

due to their religious conviciions.

Be that as it may, there are many people today,
particularly the so-called Yorub& Christians and
Muslims, who secretly consult the herbalists or
traditional healers, especially after they had made
unsuccessful efforts to get cured by Western medical
practitioners. Despite the fact that some Western-
trained medical practitioners are always in tﬁ;
habit of criticizing the potency of traditional

medicine, the Yorib& traditional healers are making

a headway and projecting the age-old cultural heritage.
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Moreover, it has been discovered that studies in
traditional medical practices have now been entren-
ched in the curricula of several higher institutions
of learning in Nigeria and in Africa generally.
Research works by renowned scholars in traditional
health-care delivery are in progress, and it is
expected that useful reports will, in the near

futureybe got from these research works.
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NOTES

Bakary Traoré (translated by Dapd Adélugbd) 1972,

The Black African Theatre and its Social
Funetions (1badan), 1.U.P., D.64.

See Appendix],No.l for the scoring of this song.

Samuel Johnson (1921), History of the Yorubas,
Lagos, C.M.Q.T'ﬁp. IT7=1703.

See Appendix ],No.2 for the scoring of this song.
See Appéndix],No.} for the scoring of this song.
See Appendix ] ,No.4 for the scoring of this song.
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See Appendix],No.S for the scoring of this song.
See Appendix] No.6 for the scoring of this song.
See Appendix],No.7 for the scoring of this song.
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Prindle, Weber and Schmidt Inc., p.219.

Mdghn is the grove of Oglin, the Yorib& god of
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See Appendix },No.5 for the scoring of this song.

See Appendix],No.§ for the scoring of this song.

The Holy Bipble, Revised Standard Version, Gospel
ccording to Saint Matthew, Chapter 7, verse 1.
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See Appendix]}No.9 for the scoring of this song.
See Appendix],No.10 for the scoring of this song.
Wande Abimbola (1969), 1jinlé Ohin Enu If,
Ap& Keji- Awon If anla, Glasgow , WM
[5) s Sons and Co. Ltd., p.30.

Ibid.

The Holy Bible, Revised Standard Version, the
ok of Isaiah, Chapter 14, Verses 12-15.
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Head, Department of African Languages and
Literatures, University of Ife, Ilé-Ife, ‘and
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in their offices.
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logical Anthropological Study", Bulletin of
the International Committee on Urgent

Anthropological d Bthnological Research
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Wande Abimbpla (1976), IFA. An Exposition of If&
Literary Corpus, Ibadan, TI.U.P., pp.i5I-I52.

See Appendix ],No.1t! for the scoring of this song.

See Appendix],No. 12 for the scoring of this song.

Hglx_?ihla Revised Standard Version, the Book of
salaﬁ, Chapter 14, verses 13-1§.

Martin Banham and Clive WJake (1976). African

Theatre Today, London, Pitman Publishi®ig Co.
Ltd., p.l4.
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Town (London), Faber and Faber Ltd.
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see Appendix, No.l5 for the scoring of this song.

Eolg Bible, Revised Standard Version; Genesis
- Chapter 29, Verses 26-27.

0. Otite and W. Ogionwo (1979), An Introduction
go Sociological Studies, lbadan,

Heinemann Educ. Books Ltcd., p.192.
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See Appendix, No.16 for the scoring of this song.
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O§ﬁnmplag paper presented at the Department
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 A.B. Jacobs (1977), West African Traditional
Religion, Ibadan, Aromolaran Publishing Co. Ltd.
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6l, R.C.B. ibraham (19%2), Dictionary of Modern
Yordb&a, London, Hodder and Stoughton,
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62. Magical Powe./Amulet which makes its user to
disappear invisibly from a place of danger
and reappear in another place for safety.
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CHAPTER FOUR

LANGUAGE AND OTHER COMMUNICATION MEDIA
N KOLA OcONMOTA's FOLXKLORIC PLAYS

Language is an integral part of a people's
cultural heritage and a medium of conveying thoughts,
ideas or feelings by means of the spoken word.

It is the most intimate and pervasive of all human
creations which reflect in their totality the ways
of 1life of a people. It serves as a vehicle for
the transmission of societal normsand values from
one generation to the other, and each ethnic group
is identified as a distinet entity by her language.

According to Sapir?

Language is a guide to social reality.....
human beings &o not live in the objective
world alone, nor alone in the world of
social reality as ordinarily understood
but are very much at the mercy of the
particular language which has become the
medium of expression for their society...
The real world is, to a large extent,
unconsciously built_up in the language =
habit of the group.1

In this case, language remains the pivot upon which

the identity of every group of people and their
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cultural heritage rests.

In his plays, Ogtnmdlé showed his expertise
in using the Yorlb& language. He had a good
command of the language and manipulated it to get
his message across to his audience. These plays
were produced in Yorub&, and this accounts fof their
wide acceptance by the indigenous people for whbm
they were originally conceived. The dialogue is,
in part, sung, bringing out the aesthetics and tonal
characteristics of the Yordb& spoken word.
Through an effective manipulation of the Yorubé
linguistic medium, Oghnmblé was able to forge a
mutual relationship with his audience. He used his
Yordb& linguistic aftistry to enhance the performer-
audience relatiomship and the entertaining and
communicative aesthetic values of his performances.
Tge language is manipulated to show a considerable

degree of linguistic artistry that explores the
rhetorics of Yordb&, his indigenous language,

thereby giving his audience the didactic and rhilo-

sophical messages he originally intended to infuse
into their minds.2
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The above appraisal emanates from our critical
study of Oglnmbla's stylistic use of the Yorubé
language in his folkloric plays, and how he had
artistically manipulated the language to achieve
his aim. Apart from a study of the spokgn word, we
have also delved into how égﬁnmpla employed some
other communication media in his productions. These
various media of communication are discussed and
analysed. For the sake of clarity of expression,
we shall categorize them as follows:

Proverbs, Riddles, Praise poems (oriki),
Characterization, Folksongs, Figures of speech,

and other media of communication.

(1) PROVERBS (OWE)

Despite the fact that Oghnmdla was a very young
man when he started his career as a dramatist, he

had a good command of #he Yorib& proverbs, However,
it should be recalled that the use of proverbs is
common among the elderly people who have acquired
a vast know}edge and experience of the culturzl
environment. According to Dapd Adelugba in his
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study of Ama Ata Aidoo's The Dilemma of a Ghost,

"the degree of ease in the use of traditional saws,

proverbs and imagery is determined by the age of

the usera.".3 This obqervation hold equally good

for Oghnmbla"s dramas. Knowledge and experience

of one''s traditional environment is highly necessary
for one to be competent in decoding proverbs. This

is why a Yorub& adage sajs, YQOmodé 16 lorin, agba

16 1dwé) (Songs are primarily meant for children
while proverbs are for the elders.) No yquth is
competent to tell proverbs without permission from
the elders. According to Ben Amos, "Yorub4
etiquétte dictates that a Younger person's use of
a proverb in the presence ofanf}ge?, person must
be marked by a prefatory apology.."4 Therefore,
before a young person tells a proverb in the midst
of elders, he would first acknowledge their authori-
ty and experience and thereafter beg for their
approval. In this case, the young person can only

proceed to tell proverbs in the midst of elders

after he/she has been duly permitted to do S0.
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This is because he has to acknowledge the elders
who are believed to be the custodians of the

traditions.

Dghnmbdl&, though a young man, was capable of
using proverbs effectively because he waé saih
to have moved very close to the aged people
around him.5 With utmost respect and politeness,
he associated himself with elders and shared from:
their wealth of experience and their vast knowledge
of the Yorub& language and culture. This is in
harmony with a Yordb& proverb that says, "Bi omodé

b& mo owd wé, yb6b b& dgbd jeun. (If a child or a

young person knows how to keep his/her hands clean,
he/she would be allowed toudine with the elder.)
This connotes tha'', if a young person could be
respectful, humble and polite to the old and the
aged people, he/she would be nurtured with their
deep knowledge and experience, and this is one of
the effective means of imparting knowledge into the
minds of the youths. Proverbs are also pieces”of
wisdom or wise sayings which traditional judges

used in their arbitration or settlement of disputes.
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They are community property which perhaps started
with one man, and then was transmitted through the
community and eventually came to be accepted by
all. In this case, a proverb is an entity which
in itself sometimes speaks volumes.

In The Palmwine Drinkard, for instance, ‘the

drinking companions of Lafhké qu, after the death
of Alab&, told him, Bi a b8 ti h faphri isu han

dle;jd, Owe ilé tb66 lo ni.' (When it reaches the

stage when the yam-head has to be shown to a
visitor, it is an indirect way of telling'him/her

to go homey) Since the only source of their
palmwine is blocked due to the sudden death of
Alab&, their professional palm-wine tapper, these
people realized that nothing would be more befitting
to them than to disperse from LAAké's house.

This reminds one of a Yordb& maxim which says,

Es¢ girigiri nilé ahjofe, ahjofé tan, esé da,

(Many people usually assemble where free food and
drinks are available, but as soon as everything

available is consumed, they disperse without notices)
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Tn like manner, the drinking companion of Lahke
left him even without considering the agony of

his palm-wine tapper who died on active service.

But before they left, they communicated their opinion
to their host in a proverb which is a direct put
disguised way of expressing their feeling.

It should be recalled that, in Yorib& socio-
cultural 'life, the use of proverbs during importgnt
discussions plays a very significant role. For
example, proverbs have always been an important
source of African law because they embody.the moral
truth and ideas of Jjustice of a given community.
This is why they are brief utterances with didactic
intents. Moreover, proverbs are a restrictive form
of communication, the message of which can be
deciphered only by people who share a common frame
Qf reference. Abstract opinions based on familiar
ideas taken from the immediate environment are
expressed through proverbs. Afolabi Ojo confirms
this claim when he says that the Yordba people are
adept at spinning philosophical and poetical
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proverbs around ordinary things or natural pheno--
mena.6 Meanwhile, hundreds of traditional proverbs
are still with us, and through this medium, one

can see the picture of the environment that contri-
buted to the moulding of the people''s thoughts.

In "Sdfrd Lagbay Baba Orisa-Oke confirmed that
Kéyindé (nicknamed Suiru) is a well-behaved and

responsible child when he says, A Ki i mdwad il8

kb6 kfini nigu, (One does not know the nature of oné's

land and get thin yam out of ity Here, he stated
that Kéyindé is a reliable, well-behaved child.
In all the folkloric: plays produced by 6gﬁnm¢lé,

proverbs, maxims and adages abound.

It is also perfinent to show that Oglnmdlé
uses the title of his folkloric plays as proverbial
themes which have deep and figurative meanings,
aqd which only the wise can explain or decode. For
instance, "SuGra lagba,' "Ert yatd sbmo" and

"Ajé k1 i gbé" are proverbial. These titles have
given us brief information and have presented the

basic idea behind each of the plays. Here,

bgﬁnmblé has drawn inferences from the Yorub& socio-
cultural beliefs to express his philosophical ideas.
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In the real dramai,however, he presented these ideas
in practical terms. The performances thgrefore add
new dimensions to the messages conveyed by the
plays.

In other words, the late K614 Oghnmdla used
several Yorub& proverbs in these plays to comﬁent
on Yorib& socio-cultural life. Some of these proverbs
talk about the Yorub& family, the relationship of\
parents to children and of husband to wife, the
position of elders and the individual's duty to the
society. They concern manners and customs; and the
vices and virtues of human beings. They are occa-

sionally used as statements for the wise to think

about.

ii. 'RIDDIES (AI)

" The etymology of the word 210 may be difficult
to explain but the word is probably derived from the
combination of the morpheme /A/ and the verbi}1ay
(to twist). Thus, /d/ - /1b6/ becomes the defgva-

tive noun /21%/, a twisted statememt or a riddle.
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A riddle is a type of puzzle often rendered
partly in poetic language and partly in a prosaic
form. The Yorub& likened ald to something naturally
put in a pod and which should be carefully broken
to know its content. Someone who is knowledgeable
in the way it is broken must handle it to avoid
waste., This is why they use the Yorub& word pa
before 319 or dwe. Hence, they say, Mo f¢ pa
416 (I want to uvreak a riddle) or Mo fé pa dwe ‘

(I want to break a proverb). This shows that alb¢
and dwe cannot be decoded by unintelligent beings,
but by people who are culture-conscious, and who
have a wide knowledge and experience of their social
and cultural environment.

416 is a form of evening entertainment prelimi-
nary to the telling of stories usually accompanied
by songs. In the traditional days, 216 was usually
told after the days work when people were relaxing,
prior to the evening meal. It was then a taboo
to tell riddles during the daytime, except in the
evenings or at night. This is why a Yoribé ;Aage
says, Eni rfle¢ ni i pald Oshn (Only an idle man tells
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riddles during the daytime.) But nowadays, this

is no longer the gase. Telling of riddles is no
more limited to evening or nights; riddies are told
at any time of the day, especially by school children
in their classrooms or during organised television
or radio programmes. The traditional practice
whereby Young children and few adults assemble
before or after the last meal of the day to tell
riddles is fast diminishing. Except in the rurai
villaées and hamlets where few children can still

be found, childrem in urban settlements do not keep
late nights to tell riddles. Instead, each child

of school age reads his or her note-books or faces
the assignment or Homework given to him/her by the
school teacher. They only read the riddles in books

or hear them in :lasses during the school periods,

Telling of Al%6 in The Palmwine Drinkard reminds
us of the age-old Yorub& tradition used to educate

children (and adults alike) in quick thinking and
intellectual skill. Lafké's first riddle is:

Kt 16 wa 16ri dkun ti ko si 1léri ila?" (What is it
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that appears on the sea but cannot be geen on the
ground?). To decode this riddle, one needs deep
reasoning and a working knowledge of the cosmology
of one's geographical environment. Without this
experience, no one could solve or decipher the
riddle, no watter how wise he/she is, Laaké probably
told this riddle, in order to give his drinking
companions a preliminary entertainment to open tﬁe
drinking spree. From daily experience, it is disco-—
vered that the moon usually mirrors itself in small
or big waters and people see it both in the sky and
on the surface of water while it is impossible to
get its mirror on the bare ground. This is why this
type of riddle is woven to make people think deeply
of what they are conversant with within their
environment. Lahkg also told several riddles which
were decoded by his friends. In some of these
riddles, the nature of people's behaviour was delved
into. For instance, Lahké continued his riddles

and said, Iyawb onikdbd kan abo ti 18 onigba 8kb jhde
(A bride got with one and half kobo who drives out
that who is married with a hundred naira). The
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solution to this alp is g¢mu (palmwine), a liquid
substance personified here as a "bride". Therefore,
it is discovered that the telling of riddles
involved the projection of human characteristics

to non-human and sometimes abstract objects or ideas.
Often, it involves personifying inanimate objects
and making them behave like human beings. The
peculiar and irretional behaviour of drunkards over-
taken by the alcoholic effects of egmu is drawn oué
from this riddle. For instance, the physical appear-—
ance or alcoholic action of fresh palmwine.can be
likened to that of an aggressive human being wheo

is taken up by annoyance. The e¢mu foams exceedingly

and its appearance looks like someone in an angry

mood. If such wine is taken in excess, the effect
on the drinker may be likened to that of a possessed
person.

Therefore, Ldhke being a 'drinkard' of no mean:
standing was able to visualise and personify palmwine
as an envious and aggressive bride 'married"w%th an
insignificant amour of money (as bride price)"ho.is

able to influence the expulsion of the legitimately
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wedded wife with a wave of the hand. This idea is
borne out of a common experience among pglmwine
addiets or drunkards, who, after a drinking bout,
have disputes with neighbours and friends and
especially with their wiwves. Due to the alcoholic
effect of emu, some of these people often floé
their wives or even drive them out of the matrimo-
nial homes. In other words, the action of fresh

palm-wine has been likened to the behaviour of an

aggressive bride who is after her neighbour or co-—

wife with the motive of pushing her out of the home.

Another riddle worthy of mention is found in
"Sufird Lagba". Here, OgGniind asked Isdlé, his
friend, whether he knew the best part of an animal
and the worst part of it. The answer to this riddle
is ahfn (tongue). Deciphering this quiz, Ogtnmblé
explained that the tongue is always used to sing

the praises of people while it is also used to
slander them. The fathqr of 15314 was really excited

. - 13 th's -
about-thisg é!kmfh‘mt/and therefore commended him for

the wisdom. Here, Ogtnmdlé& showed that he had been
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in the company of elders for a long time and had

benefited immensely from their wisdom.

Meanwhile, it should be noted that the
language of riddles is sometimes said to be archaic
and certainly often contains apparently heaninglesu
words.7 But, like proverbs, riddles represent a
concise form of conventionally stereotyped expre-
ssion, and most significantly the imagery and
poetic comment of even the simple riddle are
clearly part of the general literary culture.8
Therefore, we can see clearly that Oghnmdlé

employed the use of riddles to serve dramatic ends.

iii. PRAISE NAME/POEM (ORTKI)
4

Oriki among the Yoruba people has psycholo-
gical and socio-cultural functions. It is often used
as a succinct And oblique way of commenting on those
addressed. They contribute to the literary flavour
of formal or informal conversation, adding a depth

or a succinctness through their meanings, overtones,
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or metapho?s.9 According to S.0. Babayemi,
"Oriki is an all-embracing form of Yorubg genre.
It forms the bedrock of all Yorub& poetry 10
In this case, oriki (praise name/poem) gives
insight into the socio-cultural events among the
Yoribé& people. .
Meanwhile, oriki in Oghnmdl&‘s folkloric plays

can be classified under the following headings.

(1) Personal Oriki: ©Personal oriki serves as

subsidiary names for the bearer, particularly among
the Qyd Yorub& people. These orikl carry specific
messages and communicate socio-cultural information
which can be used as historical date. For instance,
in "sdard ILagba," Isdlé is a praise-name (oriki)

which traditionally depicts someone born of a royal

11

family. Isdla's royalty can be deduced from the

discussion between him and his friend bgggjén .
Here, he spoke like someone who came from an
affluent family, but in Dglnj&nad's case, it is quite
the reverse. This can be detected from the %
pronouncements of 6gggj&na's father who, when
advising his son as to who he (0 j&nd) should
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choose among the three girls of Bab& ériga-éke,

said,

Ki lo 6 fi SuGru se ?
Ki ni eléyii ti on 16 féran omo ?

E ¢ mo pé owb lagbad gbogbo ¢ ?

Eni tb6 b& 1bwbd 1dwd

0 ti ni sutirad.

O st ti 1fmo

Nitori n&a eléyii ti owd r¢ ya owd
TL 60 kb6 owd wolée wa.

Oun ni ki o mi t&a bé ddhun-Gtn o.

What will you do with SuGrd (Patience) ?

What benefit will you derive from that one who,

they say, loves children ?

Don't you know that money surpasses them all ?

Anyone who has owd (money),
Has got Sufaru (Patience),
And also Qmo (children).

Therefore, the girl who is blessed with money

Should be your choice when we gz@t there. «
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In the above quotation, we see how Qgggjana's
father strongly advised his son (égﬁnjéna) that
he should choose T&yewd nicknamed Owbd as his

pride-to-be.

ézinkg, the praise name of Bdab& Orisd-Oké's

wife in .this same play, depicts someone who is

worthy of praise and favour. Azinkg is seen as a
responsible mother who is blessed with good and
reliable children of whom one can be proud. What
Dglinmdlé probably tries to teach his audience is

that peaceful and responsible families contribute
immensely to the building of a virile and progressive
nation. Unlike manyafamilies in the contemporary

period, the family of Bab& Orisd-oké is peace -

loving and of good comportment. This is deduced
from the pronouncements, actions and behaviours of
the children and their parents. The children are’
respectful, humble and obedient while the parents

are Simple,aecomggdating and responsible. There is,
indeed, deep affection, love and understanding 'iithin
the family. Consequently, Ogfinmblh believed that, if
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the Nigerian families and lineage groups could

borrow a leaf from Bdba-Orisa-oké's family, we

might be able to make Nigeria a better place to
live in.

(ii) Naturally-derived name and oriki

One of the techniques used by the late KHla
Oglinmbl& in his folkloric plays is the manipuiating
of naturally-derived names "and oriki to bring out

his ideas and his philosophy. For éxample, in

"Suarl Lagba: égﬁnmbla gave us the names Kéyindé,
Tayéwd and Iddwh which are names resulting from
extraordinary births. These names, according to him,
symbolize Patiencé, Money and Children respectively.
The names are not initiated by the parents of those
who* bear them because they are naturally derived.
KéyIndé and Tayéwd are names given to twin babies
among the Yordb& people. While Kéyindé is the last
to come down from his/her mother's womb, Tézéwé’ia

the first to be delivered. Ironically, however,
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Tayéwd is customarily assumed to be the younger
while Kéyindé who is delivered later is taken to be

the senior.

An oral tradition states that, when these two
babies (twins) are preparing to come into the world
of men, it is Kéyindé who usually sends his/heg
younger brother/sister to see and inspect the suita-
bility of the universe into which they are to be born.
Getting to.the world, Ta&yéwd will signal back to
Kéyindé whether to follow him/her (if he/she finds
the world t#o be suitable to live in) or to :go back
to the spiritual realm or heaven (if otherwise).

If T&yéwd's signal is a negative one, Kéyindé will
come as a stillbirth:or fail to come out of the
mother's womb, thereby causing the death of such

unfortunate mothers.12

T&yéwd on its own will later
fall sick and return to meet Kéyindé in the abode
of:spirits. However, the word /K&yindé/ semantically
connotes '"one who comes lastr while T&yéwd connotes
"one who comes to taste the 'sweetness' of the worlde'

This customary belief in twins is not peculiaf’to the

Yordb& people alone. There are similar phenomena of



321.

this kind world-wide. For instance, the Biblical

record shows Esau and Jacob as twins. While Esau

was the first to be delivered, Jacob came later but
was taken as the elder of the two.13

Also in "fgu Qdara", Dada and Qké are maturally
derived praise-names. While Didda is a child born
with curled hair on its head, Qké& is a baby wrapped
by a net at the time of birth. The above two names
are used in this play probably to show that bearers
of such extraordinary names are not easily gubdued
by the malevolent actions of spirits or huﬁan beings.
Dada and égg could have beaten each other to death
in the farm before the co-incidental intervention
of one of their women customers who separated them
and settled the misunderstanding for them.

It should also be noted that all these naturally
derived Orikl or praise names have some peculiar
praise poems attached to each of them. For example,
in"Egd Odara", Qk&'s father showered chants of

praises on Dada, his son's friend, when he saxs,

"Dada Awuru, onimdganna" (Dada Awtirtt, a wonderful

child). We also see that Esd 0ddrd in this play

has his own oriki which he chanted by himself when
he says,
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Emi Bgu L&alG

Onile Orita

Eni md 6n, k& ko 6

Eni kd 84kd md On
A-ko-1pnd genu poOmd pdml
Qba al&de in&

Qba al&dé Qgbun....

I, Esd 18416
Possessor of a house at the crassrosds,

Those who know him do not come across him

Those who come across him do not know him

Someone who is met on the road with firmly
shut mouth.

King, possessor of a spacious Crowhe...

The above oriki of Bgd 0dard depicts him as a dreadful
being who is always full of evil machinations.
Al'though we should note that Ogunm$l& had earlier in
this play given to Egg some of the attributes
and praise poems of éEQE (the Yorub& god of irog)

when he credited Bsd Qddrd with the praise poem,

Onilé ké&ngunkangun Llbrun
O lémi nilé f£eje we.l% -

Possessor of innumerable houses in heaven

One who has water at home but bathes in
blood,
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This practice often occurs in drama.
fn The Palmwine Drinkard, Alab4 is another

naturally derived praise name. For examﬁie, in the
funeral dirge chanted by Lafké mu to commemorate
the death of this professional tapper, he,(élggg)
was referred to as Aldbé of Bat(or Aldbh, native of
ﬁdu);" Bdd here shows the lineage from where Aldb&

comes. Often, lineage poems are used as historical
source material and, in some cases, woven round :
divine providence. Here,Al4b& has been turned into
a hero and has joined the ancestral realm.'.ueanwhile,
it seems that 6gﬁnmbla is warning his people to look
back to their past since a river that forgets its
source will dry up. .

Another example worthy of mention is the

derivational orikl being given to Asoorembsikad in

"Aaporem&aiké". Due to his kind deeds and philan-
thropic behaviour, people started to call him
"Agoore-bi-eni-gd" - (He who does good like a stupid
person or a fool). Here, Dghnmblé reminds his__
audience of people's reaction to issues. He empha-

sized that doing good does not always free a person



324.

from people's reproach because evil-doers will

continually envy such kind-hearted person=, and call

them ugly names, and would shower unhealthy comments

on them. However, Ogtinmdlé re-emphasizes in this
play the Yorub& belief that, no matter what people
may say or do to the innocent persons, sﬁch people

would always come out victorious.

(iv) THE APPROPRIATE USE OF NAMES IN KOLA |
OGONMOTA 'S FOLKLORIC PLAYS

Apart from the spoken word, OgOinmbl& makes
appropriate use of names to communicate his idea
and his message directly or indirectly to his
audience. He gave the major characters in the
plays names which portray their roles at first
glance. In this wise, he saved many members of
his audience the trouble of identifying who a
character is and what role he/she is intended to
perform. In "Sdard Ldgbd Vgtnmbplé personifies
SuGrd and gave her a naturally derived name .

(Kéyindé) which symbolises patience. In this
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play, Kéyindé or Sifird behaves as a true symbol of

patience, endurance and perseverance. Also in the

same play, Bab& Orisd-dké behaves in conformity with

his name. For instance, we discover in this play
that he is an 0ld man who controls power and autho-
rity in his domain. This is probably why he Has
sdtrd, Owb and Qmo as children. With all these

children, he commands respect. and honour among his

reople. Semantically, Origd-Oké means "god of the

sky". Oghnmdlh probably created this name.for him
in ordgr to show the extent of his authority in his
domain.

In "0jh la riy  the principal characters are
Ajifowbwd, Aléidha and Akinlawon. Ajifowbws

symbolizes someone who is rich. However, the
traditional Yorib& people share the nhelief that

the wives of those who are very rich or those

who have too much wealth often face the problem of
barrenness. Here, Ajifowbwg@ is a typical example.
The mame connotes that he "swims'" in money, and

many people, particularly among the traditionalists,
would believe that the acquisition of tobd much wealth
has contributed to his problem. On the other hand,
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Al&1dha depiets someone who is dishonect, mischievous,
wayward and irresponsible. His hypocrisy and way-
wardness has been unveiled even from the genesis of
the play, and this dishonest behaviour of Al&idéa

is seen throughout the play. Al&aidia semantically
connotes someone who is not good in behaviour'and
actions. Therefore, immediately Ogtnmbl& brought
this man into focus, everyone knew what role he was
designed to play. Finally, the name Akinlawbn is
given to Ajifowbwé's child due to the conditions

prevailing before his birth. This name emanates

from the Yorub& custom and the proverb which says,
"T1€ 13 & wo, k& tbd, spmo ldruko" (Children are

named in accordance with the prevailing circumstances
in the family.) Theretfore, Akinlawbn here symbolizes
a male child who, by his birth, removed the indigna-

tien and reproach between his parents, caused by a long
period of barrenness.

Another reference worthy of note can be found
in®Ajé ki 1 gbs” where Dghnmdla gave the princtpal
characters such appelations like Al&pard, Jalgkin-8
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and S8abada. TFrom the outset, these names have

revealed that these men would play no other role than

that of rogues. “uch appelations are not uncommon among
persons of dubious character even in our contemporary

period. Simo-figongo in "Bsa OdArd" is made to

behave like Esli (ddrd. He caused trouble between

Qkb and Ddda who are intimate friends. He also went

to Qgg“s father to perpetrate his evil deeds. In

these two incidents,'ﬁ dard could have succeeded
in his nefarious activities had it not been for the
quick intervention of a woman customer who ‘settled

the misunderstanding between Dada and Qk&, and in
the case of Qkg's father, his wife (Iyh Qk8) quickly
drove away the disguised BEsd 0darad from their house.

Symbolic names used to communicate some ideas
or opinions, as we have seen above, are prominent in
Dglinmdléa's folkloric plays. Names given to these
syﬁbolic characters serve as a communication device
to reveal from the outset tie roles such characters
are bound to play in the drama. Ognmbla probably

adopted this method in order to make it easier for
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his audience to follow the trends of events as keenly
as possible. This device contributed in no small

measure to the artistic appeal of the plays.

(v ) FOLK SONGS AND OTHER MEDIA OF COMMUNICATION

Folksongs which are also a medium of communica-
tion found in these folkloric plays are fruits of
traditional culture. Occasionally, people who ha%e
gone against the norms of the society are warned
through folk songs and this serves s a meéns‘of
social control. They are very significant in the
Maily lives of mny community and are often used as
a medium of communidation throughout the world.

They are used in every aspect of human activities,
particularly during important occasions including
'?Fual celebrations, religious feﬁtivities, social
engagements, wars or coron®tionss There are songs
in praise of chiefs or Qbas while some songs are used
ko convey a general idea or to express one's 3
sentiments. These claims can be substantiated by the

way Dglnmdlé used folk songs to drive his points

home. Therefore, songs in 6gﬁnm§lé's plays deserve
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careful study and critical analysis in order to

understand the message they are meant to convey to us.

Firstly, Oghnmdpls adopts the use of the "Opening
Glee”" and "Closing . r= Gleex" (songs) to introduce
his plays and conclude his performance. From these
songs, he quickly brings out his aims, beliefs and
philosoPhy; Apart from using these songs to communicate
his opinions to the audience, Ogfinmbla also employed
the use of folk songs to remind the Yordb& people :
of their cultural heritage and their religious beliefs.
For instance, in "Agooremfgsika", Oglnmdlé reminds. the
Yordb& of their traditional belief in re-incarnation

and retributive judgement. Therefore, he says,

E mé& géka 1layé,
Tori a & rdrun
B& a ba dé& 'bodsd,
A Db rojb.ls

Do no wicked acts on earth,

Because we shall all go to heaven, ‘
Getting to the gate of heaven, . .

We shall all account for our past deeds.

The above song may be seen by some beople as ordinary

speech utterances, yet its form and contents give an
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insight to Yorib& cultural and religious beliefs.
It contains cultural materials worthy of analysis,
and warnings which can bring a society fo sanity
are highly accentuated in them. Therefore, apart
from the aesthetics of these songs, they function as
verbal communication which reflects both personal
and social experiences within the cultural egviron-
ment. In the above song, the Yoruba belief in
re-incarnation is brought into focus. It also
reminds the audience of the Yorub& belief in retri-
butive justice amnd emphasizes the repercuésions of
wickedness and evil acts. Like every traditional
Yordb4a man or woman, Oglnmdli bedieved that man
would automatically reap whatever seed he/she sows,
and that there is a reckoner at the mythical gate
of heaven who is always ready to pay everyone back
in his or her own coin. It is also pertinent to
n;te that this song is sung seven times, indicating
a very serious warning to perpetrators of evil.
Another warning song worthy of analysis 15
that found in*Bsn (a¥rd” Here, dztnmblé concludes

the play with the song?
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Mo m'?gﬁ 0,

Mbp m'Egd

Eni rere, m& mfigd geré!
Mo n'Bgd o!

M m'Egd!

Eni ibi ni

MH m'Egd gere!;6

Do not play with Bsi!

Never play with Bsdl!
Good man, never play with Esu !
Do not play with Esi!

Never play with Efur

He is a bad. being!'
Never play with Egu!

In this concluding song, égﬁnmélé warned the

Yordb& people generally to steer clear of :gg_Qgggg
and his followers. He noted that there are people
who may disguise themselves to seem harmless but
who are wolves in sheep''s clothing or rgreen sngkes wunder
the . green grass

The folk song found in "Ojt la ri" can also
be cited here. It gives us the information about

the whereabouts of the missing Akinlawbn. Thus we *
———— e ~:§‘_“
hear,
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Lilé£ Akinlawdn ti domo olbéwd
Akinlawdn ti domo oba
Kéngbé yin fi b¢ nigbéri dkun
Okun loléri omi
Qsa lalugbaluwe
Bée ba délé

K¢ © sp farta'ld
P'Akinlawbn m) 1 sawo ¢wd o

Bgbe: Tokinni, tokinni}7

Solo: Akinlawbn has becomeaa child of the rich'
Axinlawdn has become a prince,

Your gourd is at the upper edge of the sea,
The sea is the biggest of all waters,

While the laéoon is extensive.
When you get back home,
Tell everyone in the household

That Akinlawdn has joined the cult of the
spirits.

Chorus: Tokinni, tokinni.

Apart from the fact that the whereabouts of

Akinlawdn are known, the song also carries other
informathon or messages worthy of note. Akinldwbn
is said to have become the son of the rich one.

This reminds us of the Yoridb& belief that anyone
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who dies a good deathyould be prosperous as soon as
he/she leaves the world of men. Akinlawdn left the
world of poverty and weat and became a prince whose
life had been completely changed. We also hear

that Akinldwbn had been admitted into the spiritual
realm. In this case, the Yorub& people believe that
the dead who performed good deeds on earth go to
heaven where they enjoy themselves abundantly.
Nevertheless, they are not always happy to miss any
member of their family, whether old or Young.

In The Palmwine Drinkard, Bisi was enticed by

the beauty of the spirit in human posture. She
jumped at him and followed him and insisted that she
would marry him. Knowing Bisi's intention, the spirit

started to sing this warning song:

Iilés Oniy&n déyin 1éyin mi
Tétd ddyin
BEgbd: Sin-inrinkGnsin
Lilé: Bb6 ¢ b& dgyin
_ . 0 o kodd kan ard b
Bgbd:  Sin-inrinkGinsin

I11&  Bb6 & bh d@yin,

O & kodd kan &j¢
Egbé: Sin-inrinktnsin.l8
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Solos Pounded yam seller, leave me and go back
Quickly go back.

Chorus:Sin-inrinktinsin
Solo: If you fail to go back
You will get to an indigo coloured river
Chorus z Sin-inrinkGnsin
Solos If you fail to go back
You will get to a river of blood

Chorus® Sin-inrinkGnsin.l?

Unfortunately, this warning fell on Bisi's
deaf ears. It needs to be recalled that Bisi had
ignored former warnings from her parents; 9
She proved to be a stubborn child who would not
listen to any aavice or heed any warning. Likewise,
she was too obstinate to listen to this warning}
consequently, she found herself in "a land inhabited
exclusively by all sorts of grotesque spirits who
make it a point of duty to kill any human being who
discovers their abode and their secrets 20
Consequently, Bisi was tied to the stake, but)
fortunately for her, she was about to be killed

when Lafke Qmu arrived at the spot, put a spell
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on the spirits, loosened the ropes with which

Bisi was tied and escaped with her.

In the above song, valuable lessons can be
drawn. Bisi got herself into trouble because she
was a stubborn girl. She failed tc heed simple
warnings from the spirit in human posture, and
this could have led to her death if Lafké Omu had
not Been opportuned to be there. In this case,
Ogunmdlé is probably emphasizing the notion that
ancient voices should not be allowed to die
unheeded. He probably believes that, if our
contemporary society can heed simple warnings
and listen to the elders'" advice, it would not
be like the fabled dogs, who got lost because
they did not listen to the hunter's whistle
which was blowwn to guide their movements in the
vuknown forest.

Other media of communication used by Ognmd14
in his bid to give aesthetic beauty to his perfor=-
mance acript are hooting, invocation, prayer and
ritual language. For instance, in "0jfi la ri,"
Ajifowbw@ hoots to Al&ld&a in order to locate

his whereabouts on the farm. Also in "Bgd (daray
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0kg hoots to his friend, Dada, to inform him that

he had already got to the farm, and to locate the
spot where his friend was on the farm. ‘It should

be recalled that hooting is a common medium of
communication used especially by farmers and

hunters to call one another on the farm or in the
forest/ fielde This idea originated probably due

to the Yorub& belief that it is improper to call
people''s names in the forest or at the dead of night
so that malevolent spirits might not seize tge
opportunity to harm the bearer of such names. There-
fore, hooting to each other is believed to be the
ideal method of calling a person in the farm, forest
or at night. Although this practice was common among
the traditional Yordb& farmers and hunters in the
past, the practice is still found in some Yorubh
local communities, especially in the ~-ountryside,

up 111 today.

Besides hooting, invocation and prayer, ritual
language ‘iz often used to communicate requeafs to
the spirits. These statements may not always be
unders?aod, especially by novices, because they are

directed to bga spiritual world, and only the
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priests who are close to_the gods are capable
of decoding the messages. Ogunmfla used this
medium in his folkloric plays. For example, in

"Bgd Qddrdy dgtnmpla invoked Egd Ddard, one of
the Yordb& primordial divinities, when he said,

Eriwo ooo,  Egd Qdarad !
Eriwo ooo, Egd (Qdara !¢
Eriwo ooo, Esd (dara itV

Hail Bgd Qdara !

Hail Eg) Qdara iV
Hail Esd Oddrd it

Firstly, we must note that Esd Qdara is called

three times here. This number is symbolic and it
~ommunicates a piece of information to the hearers.
It is worthy of note that spitits are usually

ca:llled three times during an invocation, or, in some
cases, seven times. This indicates that a ,dreadgpl
being/spirit is about to approach. Consequently,
all those who are close to the spot must keep silent

and make themselves reverent because the spirit
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must be venerated. _

In "0ja la ri" the spirit of Iwinmi (water
spirit) was invoked in the same manner.. It was
called three times after when the awdrd (priest)
shook his séérg (small medicinal gourd) and said,

0166 mi,
QLowH gbogboro
T 1 yomo ré¢ 16fin

My Lord,
Possessor of very long hands

Used to save her children from froubles.

Here, the priest of iwinmi pays homage to the river
goddess with a shower of praises. Therefore, he
appealed to the goddess to be merciful and to send
Akinlawbdn back to his parents. This request was
granted after some rituals had been performed.

Zhis is in accordance with a Yorib& maxim which
says, "Agba méta 16 mddi ¢fta, Oklta méjt 16

médeé eékurf (Becrets are known by the cult/
parties concerned, two stones understand the”
language of the palm kernels) In other words, no

one could understand the process of bringing back
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Akinlawén except the aword who knows how to commu-

nicate with the "Numinoua".iU

Tn The Palmwine Drinkard, Ogtinmbla also

manipulated the language used by the spirits to
create humour. Here he exploited the associational
power of words, symbols, expressions and images :
drawn from the human, natural and supernatural worlds.
Through the use of comic characters, he was able

to build tension up to a very high point. The
invention of a special language spoken by thg spirits
also captured the tense mood of the audieﬁce.
Believing that human beings are incapable of compe-
ting with the spirits, he created a technique whereby
the language of thé spirits could only be understood
by them, but the spirits could understand any
language spoken by both human and non-human beings.
The interpretations of the dialogue between Olfugbd
(king of the forest) and Lahke qu are full of
sensations and emotions which brought 1oqd ovations

and rounds of applause from the audience.
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In our discussion above, we have endeavoured

to illustrate how the late Kbl& Dglinmdlé had practi-

cally shown that the Yorub& language can be skil-
fully manipulated to serve dramatic ends. Through

the effective and imaginative use of mythical. and
cosmic characters, lessons are drawn from nature,
satire is driven home, and the inner workings of

the mind ére explored, while riddles, proverbs, folk
Songs and other genres of the Yorub& oral traditions
are used to stress the dramatic significance of the

performances.



341,

NOTES

o Helo s ards Bridging Communication Gaps
ke Dike’Amg;g the VarigusgLingulstlc Groups 1in

Nigeria: Causes of Breakdown in inter-
cultural Communication;' Nigeria Magazine,
Vol. 54, No.l, Jan.-liarch, %985, p.EB.

2. és a professional teacher of the ;anguage}
gﬁnmgla made use of ~ Yordb& figures of -speech
to add colour to his performance script.

5. Dapd Adelugba, "Language and Drama: Ama Ata Aidog,
‘ BEldred Durosimi Jones (ed.) (197 .
Drama in Africa, African Literafure
oday, No.8 Ibadan), Heinemann Educa-
tional Books Ltd., p.78.

4. Dan Ben-Amos, "Folklore in African Society®" i
Research in African ILiteratures, Vol.6,

No.2, 1975, p.186.

5. Oral Communications with the late Kbl4 O§ﬁnm§l€%
wives (Tayo and ~ Dele O=Gnmdl&a) at
Ogsogbo in 1988.

6. G.J. Afolabi Ojo (1966), Yorub& Culture (London),
University of London Press, D.226.

7. Ruth Finnegan (1970), Oral Literature in Africa
(Kenya), Oxford University Press L¥d.,

: p. 437.
8. Ibid., p. 442.
9. Ibid., p. 472.

-

10. S.0. Babayzmi 61988), ontent Anulysis of Oriki
Orile (Ibadan), stitute o rican Studies,
niversity of Ibadan, Occasional Publi-
cation, p. 1.



1%
12.

13.

14,

15,
16,
175
18.

19.

242,

Ibido, pp. 6—7.

ication with Madam Abimbdl& Akint&ayo
K%%agoﬁﬁgﬁa Ibeji") at her Elékurd residence,

Ibadan, on January 22, 1989.
Genesis, Chapter 25, verses 22-34.

Probably, K614 Ognmdlé mistakenly credited

this praise poem to Egu gdara, but later, when he

discovered the anomaly, he quickly corrected

See Appendix&,No.? for the scoring of this
See AppendixiLNoﬂ 11 for the scoring of this

See Appendix# No. 17 for the scoring of this
See Appendixq;No. 18 for the scoring of this
The chorus,  sin-inrink@insin nas no meaning

its own. It only makes the song to have a
melodious rhythm.

it.

song.
song.

song.
song.

on

Oyekan OwomoyYela, "Folklore and Yorub& Theater"
Research in African Iiteratures, Vol.2,
No.%, pring, 1971, P- 131,

Rudoff Otto (1924), Idea of the Holy: an inquiry
into the non-rational lfactor in Gh 5&

of the divine and its relation Go the

e ldea

ra L§§§I, London, 0.U.P., Chapters 4-6.
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CHAPTER FIVE

Recommendations And Conclusions

A. CONTRIBUTIONS OF KOLA OGUNMOILA'S FOLKTORIC
PLAYS TO AFRICAN THEATRE ]

The life and philosophy of the late Kdléa
Ognmblé, as read in this dissertation, reveal that
he was a responsible director/manager, a renowned
playwright and actor, a competent manipulator of
the Yorub& language, and a major figure in modern
Yordb& performing arts. Ogtnmbdlé excelled many
of his colleagues in this field when we talk of
rigorous acting . an& language manipulation. In
fact, égﬁnmblé has contributed immensely to the
upliftment and developmen t of the modern Yorub&
t?avelling theatre and drama in particular and the
African theatre in general.

6gﬁnmblé's expertise in organising his theatre
group successfully has been reported upon in -

Chapter One. As we have pointed out earlier, he was
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one of the best managers of theatre companies s
during his period and he was regarded as a Dpacew
setter . in this regard. With a sense of
diplomacy and responsibility, Ko¢lh dglnmble was
able to control, with utmost success, members of
his troupe without much difficulty. This is one
of the good lesssns which K6l& Ogdnmblé had taught
several people of his _ .. day and which future
theatre practitioners should emulate.

It is also worth noting that, with the late
K614 Oghnmblé, the distinction between a presenta-
tional and a representational approach to acting

becomes academic. According %0 Jeyifo (1984),
as Adéléke in Ifé Owb and Lafiké in Jmut{,

Oglnmd1l8 created the most memorable roles the

Yordb& Travelling Theagfre Movement has thrown up to
date. It is also spoken in his credit that "he worked
Ly extensively cultivating and exploiting the mental,
physical and emotional resources of the acting art

and engaged the audiences directly by the intensity

of his stage realizations, not cheaply by ﬁhrowing
gratuitous clichés and gags to the audiences,

Perhaps the BeR® of most actors in the Travelling
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Theatre performances.“1

It is further stated that it was 6gﬁnm¢1& "who
fostered perhaps the most important acting development
in the evolution of the Travelling Theatre movement,
that of casting roles in terms of a troupe member's
technical resources, capabilities and experiedce,
not on the basis of his or her presumed standing
within the troupe."2

In this context, égﬁgmblé is seen to be a humble
leader who led by example. His special talent as a
creator/innovator was not obsessed with the modern
ideology of service to self. D&lé Oganmdlé, during
my personal comminication with her, said that, while
many people praise their husband, Ogfinmbla's
humility was taken for stupidity by some people of
his time, but members of his family later realized
the significance of this conduct when people started
té reward them with series of gifts and assistqnce
in appreciation of Oghnmdl&'s humble bezhaviour.

Meanwhile, comments, remarks and submiss{ons of
distinguished scholars on the probable origin of
African drama and theatre traditions have been thorou- .

ghly reviewed. While some of these men postulate

that African drama/theatre traditions evolved from
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traditional religious rituals and festival/celebra-

tions, some added that the evolution of dramatic
arts was a natural phenomenon that emanated from

man's spontaneous acts and imitations of nature.

In the same vein, it is submitted that the
Yorib& Travelling Theatre evolved from the traditional

masquerade dzama, first as a court entertainment,

and later taken outside the court by a guild known

as Béghn Al&ré, which subsequently became Eéglin
Alarinjd, and which was popularly believed to be
the first professional Yordib& Travelling Theatre.

It may be recalled, however, that the activi-
ties of the new Yordb& performing companies came
about as a result of the artists' cultural awareness
and a bid to create an indigenous theatre and drama.
At first, their productions in the 50s and 60s were
based on Bibliecal themes or stories adapted to the
indigenous Yorub& socio-cultural setting. Later,
these artists Started to explore the rich Yordb&
oral traditions and adapt the Yorub4 folklore.in
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their performance scripts. They manipulated .the
Yordb& folktales, folk songs, proverbs, riddles,
drumlore and other communication media ih replace-
ment of the Western material, thereby creating an
indigenous modern theatre and drama.

Jgtihdé,who started it allpwas famous for his
innovative plays, majority of which are based on
politlcal satires, while the late Kbdl&a Ognmblé,who. was
seen them by some people as Ogfithdé's "second in
command", was renowned for his folkloric and ethical
plays. The late Diré L4dipd was noted for legendary
and mythical plays, as evidenced in Norémi, QOba Kd so

and Edé, to mention a few. Oyin Adéjob{, for his
part’is interested in gocial and ethical plays based

on contemporary events.
As said above, Ogtnmdla was interested in

Yorub& folklore. He therefore used various genres of
Yorab& oral traditions to effectively get his message
across to his audience. One can even categorically

submit that Ognmpla was a pace-setter with regard to
the use of Yorub& folklore in Yoriba performiﬂg arts;
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Making a comparative analysis of the tradi-
tional theatre/dramatic performances, oge realizes
that artists like Hubert OgGddé, DOrbd Ladipd and

Kdla Oglnmbl& had, through radical innovations

and new creations, integrated the old with the new

to suit the yearnings and aspirations of the contem-
porary period. While there are marked differences in
some respects, similarities 8P0und ¢jther in performance
techniquesqor in the productions and the motives
behind thew). For example, the basic objectives behind
the performances are usually to entertain and teach
morals or ethics. They may also serve as a techni-

que to relieve tensions emanating from the socio-
cultural problems of life or to uphold the cultural

heritage of the people by reminding them of their
traditional past.

On the other hand, there are marked differences

in the techniques gi stgse management and methods
ough |
of performance, eveqﬁgpmé of the objectives of these

two traditions slightly differ. For instance, unlike
the traditional dramatists who ° were lineage
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nrofessionals, and were not keen on monetary reward,
the modern performing artists have much interest in
+he amount of naira they could get from gate-tgkings
which have now been formally institutionalized. The
contemporary artists live on earnings accruing from
the proceeds of their performances. Therefore,
instead of staging their plays in public places like
the open markets or the king's palaces, the modern
dramatists hire big halls or large theatre buildihgs
where fixed admission fees are collected at the

entrance/gates or at the box office.

Like his colleagues, Oghnmbla wrote his plays
to suit the contemporary social needs. At times,
modern-day theatre froupes may not follow the
traditional pattern whereby homage must first be paid
to members of the audience or to some elders who
might be present. It may be recalled that failure
to.pay homage within the traditional communities
might incur the wrath of the malevolent spirits of
the aggrieved elders, and this might consequently

draw calamity upon the troupe leader and his retinue
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of actors. The paying of homage, they believe,

was to solicit for the protection and security

of the artists through the mutual co-operation of
members of the audience. For example, reference was
often made to past experiences in history.when
artists/dramatists who failed to honour and pa&
necessary homage to deserving people were humiliated.
One particular point of reference was that of legen-

dary 0jé L&rinnak4 of the Eghng(n Al&rinijd fame on

whom, out of sheer wickedness, some people -~mong
the audience inflicted a great blow, after he had
transformed himself into a big boa-constrictor

in a magical performance. The effect of the charm

was so tense that he (L&rinndk&) could not change

himself back to his former human form. Censequently,
he was made to crawl into the river to join the
conpany of reptiles.3 Although this incéident may
portray the perpetrators of the evil act as barbaric,
devilish and unprogressive, one should realize,
however, the significance of paying homage and .
acknowledging elders in Yorub& culture. It also
shows the extent to which the traditional Yordb&
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society frowns at pride and disrespect.

There are other features of both the tradi-
tional and the modern Yorub& travelling theatre
traditions which have been discussed in Chapter Two
of this dissertation and which show striking simi-
larities or diff:rences. Our main pre—occupa?ion
here is to note that the modern Yorub& Travelling
Theatre is being greatly influenced by socio-cultural
changes and contemporary events in the society, but,
since culture is not a static phenomenon, the African
Theatre Movement is bound to adapt itself to
contemporary societal changes.

Apart from his active participation in dramatic
performances and in.the production of plays, Kla
Vghnmdla also contributed immensely to the advancement
of the modern Yorub& Travelling Theatre and African
drama through creative publications. As a -

LPlfyﬁQéggt he composed several plays which earned
him much credit among the contemporary pefforming
artists and theatre practitioners. Among the plays
he produced which were later published are -

The Palmwine Drinkard, They are Enemies and 1£§
Owb. The late K{ld Ogtmmpl& and his group had
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also staged more than fifty plays and several
television programmes on various themes based on
boﬂh_@:g@;?;gqal and qontemporary events. , Like
h;srcqllgq;qgg_and pioneers in modern Yoruba drama,
he also produoqd somg_plays based on the Biblical
stories qﬁ4 the Judaeo-Christian folklore. -

.égﬁanIQ was an ambitious man who struggled'
relentlessly to create amn enviable position and a name
for himself before his demise, and his life waS,in:g sense,

-8 replica of what transpired in The Palwine Drinkard. "

With adventures in life, Ogunmdlé encountered several
problems 'high nearly put a stop to his early career
and ambitiqn, but'with courage, dedivatioh and
perseverance, he was able to achieve much within a short
period of life. Thus, Ogtnmblé's life may serve as a
good practical lesson for many, and those who believe
that a good name is more desirable than gold or silver
should emnlate Ogtnm$l&a's good behaviour and noble
deeds. This is a great contribution which neither gold
nor silver can provide.

The socio-cultural and economic messages of -
Oglinmpla's folkloriec. plays have been highlighted

and discussed. Here, it is shown that Ogunmolé wag
culturally inclined in his folkloric plays.
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He showed practically that he was part and parcel
of the Yorubh society and that he had been interested
in the culture of his forebears from his youth.

With regard to language manipulation, Oghnmblé
had indicated how an educated or literate dramatist
can portray with veracity the different generations
and levels of education in present-day Africa. I»
all his plays, Oginmdlé& had practically demonstrated
how language could be manipulated to create humour,
tragely and comedy. He has proved his mettle in

the various genres. For example, in The Palmwine

Drinkard, 6gﬁnm¢1a created some comic characters
whose appearances, actions and language created
humour and emotion &mong the audience. The dialogue
Yetween the human and non-human beings was introduced
here to the delight of the audience/readers.
Deinmdla's folkloric plays also contributed
gieatly to the development of the Yorab& drama through
an effective use of oral history and traditions.
bgﬁnm@lé adapted some Yordb& legends and folkkales

for the effective teaching of moral and socio-

cultural ethics and beliefs. These folktales and
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other integrated genres of Yorub& oral traditions

ure adapted and fused into plays in order to remind
the people of the age-old belief that eﬁeryonq will
reap whatever he/she sows, either good or bad. They
also try to show members of the society that hypo-
crisy is a cankerworm which must be got rid of in )
our society if we really want progress and harmony.
In this case, it has been realized that Ogfnmplé

was one of the few performing artists who adopted
the use of oral traditions in their plays. Apart
from his folkloric plays, Osfinmbla also showed the
richness of the Yorub& proverbs, maxims, riddles and
other communication media in other plays he produced.
They are used to express abstract opinions based

on familiar ideas taken from our immediate environ-

ment, while folk songs are used as a meanﬁfgbpular
appeal.
The folkloric plays of Oghnmbdli have been

produced to portray a clear trend towards the

revival of memories of the Yorab%'s past, the

csustenance of her values and the affirmation of the



355.

relevance of i thi§ past and its values

to the contemporafyﬁgcene. Therefore, one can say
that Oghnmdl& had done perfectly well to challenge
alien culture and practices through expressive forms
like proverbs, riddles, marrative arts, praise
poetry and mueic which he integrated into his: folk-
loric plays.

B. THE FUTURE OF THE AFRICAN THEATRE AND DRAMA °

Meanwhile, it should be realized "that the
African drama and the Yorib& theatre had . been
established long before the deent of the Europeans
into the continent of Africa. We also discover that
they are being adapted to socio-cultural changes
through time. This claim was supported by Atta Annah
Mensah when he stated that:

Evidence from later days has shown that
while some of the institutione requiring
and promoting these arts have endured or
merely gathered new features, others have
either become defunct or progressively
weakened, and the arts they sustain are
steadily atrophying. At the same time,

new incoming institutions have generated
new performing arts and produced new men

of arts whose creations recflect wider Juman

spheres of thought, behaviour and
technique . %
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In the above submission, while Mensah has
remarked that there are evidences of integration
and socio-cultural changes in African ért forms
generally, he has also stated that this cultural
ﬁeritage is on the verge of decadence and collapse.
Therefore, something must be done urgently te rescue
this situation. 8Since African performing arts are
not merely for entertainment, but are also processes
of edification, upliftment and the cleansing of“
mind and body, and for the fact that they grow out
of images, symbols or ideas which expres; inner
forces and impulses, they should not be neglected
but be revived for the sake of posterity. They
should be seen as‘forces that are themselves stimuli
from the African environment. In this case, our
contemporary society must take it as a matter of
concern to put the developing African theatre and
drama on a sound footing by striving hard to see
that the modern artists, theatre practitioners and
dramatigts are given their proper place in the
society. In other words, they should be morally

and financially assisted when necessary. Many of
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the present-day performing artists who could have

performed creditably well and contribu?afto the
upliftment of the African cultural heritage are
financially handicapped from fulfilling their
ambitions. This assertion can be corroborated by
Mensah's remark which says:
«.s+ the currents of 20th century artistic
scenes have thrown up luminaries and

significant works that reflect prgvailing"
influences, thoughts and actions.

In Nigeria, n°t%3éf among these African giants

and luminaries iq/performing arts and 4n.the. travelling
theatre movement are the late Hubert Oxfihde, the

late Kbplé Oghnmblé, the late Dard Ladipd, Oyin
Ad&jobi, Jimqh Alfiu, Moses ©141y4 Ad€jdm¢ and a host
of others. The troupes of these naturally talented
men should be assisted and encouraged in the

smooth running of their theatrical business and

also in producing plays that would - . inculcate
discipline into the hearts of our youths, and

instil a sense of responsibility and good behaviour

into the minds of o0ld and young alike.
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The decadent state of Africa's cultural heritage
must be revitalised and African ‘xpress;ve ideas

which usually brought peace and harmony withig the
traditional society should be made to survive.

In fact, one may submit that Africa's future exis-
tience may probably depend on this cultural su;vival.
Therefore, we should not allow our rich cultural
values to become mere passing points of reference
within the confines of alien imbibed culture and‘
practices. As a matter of fact, we should heed the
Yorub& proverb which says, 0dd tb6 b& gbagﬂé orisun
ré¢, gbigbe ni y66 gbe. (A river which forgets its

source will certainly dry upsg. We must use our

traditional values fo build our society and train
our youths in such a way that they would be able

to identify themselves with their cultural heritage
a?d be groomed to a point where they would be proud
of their traditional heritage. The contemporary
society must seek stabilising und reassuring
elements in the African performing arts whichsare

rich in oral tradition capable of being manipulated

to.inculcate discipline in the minds of our youths.
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However, the contemporary and future perfor-
ming artists must possess all the wherewithals
that would make them competent to deliver their
messages successfully. This is why lMensah submits

that,

the new African performing artist of worth

is the one who preserves and attains full
command of material and technical resources
inbued with the African essence and capable
of scaling the heights of artistic expression
for black peoples and for the rest of mankind.

(0]

The future of the Yorub& Travelling Theatre as a
medium of encoding the philosophies of life for
onward transmission to posterity must be given due
recognition and proper attention. In this case,
every organ of the society - be it religious,
social, political, economic or cultural - must be
harmonised in a way that would bring African virtues
and values together. In the same vein, the modern
Yordba performing art.must be actively manipulated
to capture and codify the society's impression of
the people and their cultural environment. Our
contemporary artists who consciously mould tﬁg
thoughts and behaviourxz of the people, especially

the youths, should be accorded maximum co-operation
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and necessary assistance in their activities.

The extraordinary talents and the innate ambition
of these great men of virtue should not be allowed
to rot away carelessly, for the fact that the
impact of their activities is being felt with

regard to ethical development and moral upbringing
in the society.

C. RECOMMENDATIONS AND CONCLUSIONS 3

(i) Recommendations
Governments in all African countries should,

as a matter of urgendf, look into the activities
and the problems facing these seasoned and
ambitious theatre practitioners with the aim of
giY}ng them necessary incentives to boost their
morale and ego. They should be assisted morally
and financially by both the government and the
philanthropists alike in putting their productions
in films,tapes and books for future preservation
in our arhives. In addition, governments should

give artists adequate freedom to give free rein
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to their creative urges. In this wise, the
sayings of the elders which are regarded- as sayings
of wisdom, the elliptical proverbs and maxims which
are fruits of thoughts and sentiments, fglk songs
and music, riddles and jokes, legends and myths and
other forms of oral tradition or folklore whi;h are
part and parcel ofey9§745§ African speech, and which
formulate the ru;es of conduct or behaviour should
be properly documented and preserved for posterity.
This would continually moula the conduct of indivi-
duals within the society and effect a harmonious
and peaceful co-existence among its members, both

now and in the future.

The Yorub& theatre and drama should be adapted
to the socio-cﬁltural needs of the people to
protect its substance from being weakened by alien
dulture. It should be embraced by the people in
as much as it is something that gives vitality to
the psychology of existence and society. However,
the theatre practitioners should be given adééuate

protection and freedom to manipulate their good

ideas for the benefit of the sociepy. There is a
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general consensus that "organised theatre (contempo-
rary and traditiomal), in the hands of dedicated
and knowledgeable practitioners, has gre#t potential
for playing effective roles in contemporary African
Societies. But to be able to do this, ik must be
given a good measure of opportunity, autonomy -and
protection:by the modern government in which now
rests the traditional powers of the societ7.7
Finally, to achieve a great measure of success in‘
this way, there is need for co-operation from all
and sundry. The current African governmanfs, the
performing artiets or theatre practitioners and
members of the public must therefore be committed
to reviving and advancing the ideals of the
African heritage through the effective utilisation
of the unique attributes of traditional and modern
African theatre and drama.

Finally, scholars from various disciplines
should, as a matu:r of concern and utmost urgency,
start making efforts to study the works of the

past and contemporary performing artists in order
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to encode the language and the philosophical
messages they contain for the benefit of our
society. As narrated earlier, the governments
should also endeavour to assist these creative
and ambitious men morally and financially. The
lesson taught by the folkloric plays of fho
seasoned playwright and creative perforlig;”
artist should not be allowed to lie fallow. Our
rultural heritage should not be left to decay.
Bach succeeding generation should renew the
struggle to uphold our socio-cultural legacy so
that we would not be like those never do»wells who

point to their father's house with the fingers of
their left hands.

(i1) CONCLUSION

| KplLa 6gﬁnn§l&'B folkloric plays have been.the
major point of fccus in this dissertation, end we
have attempted to show how he comsciously used the

Yordb& folklore to send his message across to®the
generality of the Nigerian populace and the Yordba
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people in particular. He has®learly  proved that
this medium can still be successfully manipulated
to infuse moral amnd good conpqrtment iﬁtqafhe
contemporary decadent society. bgﬁnmbla hns_nade
use of the folk narratives to uphold the Yordbh
traditional heritage whereby oral traditiona are
used to educate both the Young and the old tgronéh

the secie~cultural experiemces of the elders.

It is emphasized that all genres of the
Yordb& oral traditioms are effective media of
communication used by the elders as methods of
social control whenever there is a tense conflict
within a homogeneous family or betwgen two
different lineages in the community. Where one
party fails to make concessions to the other or
both parties remain adamant, the apportiocning
.0f blame to either offemnding party is usually
done through the use of proverbs, maxims,
folktales, folk songs, riddles or other geﬁbes of
oral traditions. Im like manner, OgOnmdlh .sed
the Yordb& folklore as an effective means of
modifying people's behaviour or as a method of
deterring others from evil practices and acts.
Through this m.Jium, people who have gone against
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+the norms and ethics of the society are usually
called back to their senses. Though the folkloric
plays are primarily meant to entertain'the audiences,

folklore genres are used to teach morals . Within
stories, for instance, parents infuse disciplime
into the hearts of their Young onmnes, conde-nins
all that is evil while recommending those things -
that are good. For example, in "Ojha la ri ‘
uwpocrisy is condemned when Al&1dfa was pu@iahed
for his acts of wayYwardness and dishonesty. Also,
in "ﬂyooren&sikaf the good behaviour o£-¢
Agoorem&gikd: was highly commended when he was
offered severa  valuable things by tge king in
compensation for hie past good deeds. Im the .o
same play, thg Ehier was punished for stealing;
This is why C.C. Okonkwo remarked that the telling
nf folktales is an effective means of imparting

morals to members of the society since siories axa

hardly forgotten due to their re-narrative

quality.8
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In Kblé osﬁniola-a folkloric plays, it is
proved that Yordb& folklore is still relevant as a
means to iﬁculcate discipline into the contemporary
and the future Nigerian societies. H= therefore
affectively néhipulated YTorab& oral traditiong,?g
teach morals within the society.

It is practically shown that Ogtnmblé& had goae
into the archiveéf;he traditional Yorub& past to
remind his audience of their cultural heritage.

He was probably or'fhe contention that the people
need to explore their past and bring out the useful
materials from their traditions. Therefore this is
in harmony with B{lahlé Awé's view which says that
before the Africam man could survive and progress,
he must "hearken to the ancient voicea,"9 Basséy
andah'C also warns that there is the need for the
African man to appreciate and appropriate his

cultural values. He says further that it is pertinent
that the African man shoudd trace his roots and the
course of his journey from the past to the present

s0o as to achieve self-reliance and make meaningful

progress in the future.
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The folkloric plays of Oglinmbla thewefore
portray - a clear tremd towards the rev%val of
memories of the Yorib& past, the sustenance of the
people's values and the affirmation of the relevance
of this past and its values fo the contemporary
scene. ILike other renowned African scholars,’
composers, playwrights, authors, choreographers and
performing artists, Oginmbl&a integrated smaller

expressive forms like riddles, proverbs, narrative
arts, praise poetry, maxims, songs and music, within

larger musical and verbal dramas.

As we have already @iscovered, bgﬁnnolé was
deeply interested. and involved in the culture of
his people. Becduse he was born into the tradi-
tional community and was nurtured by experienced
elders of the society, he knew several aspects of
the customs, beliefs and practices of his pecple
and practicallymmanipulated these in producing his
folkloric plays.

The late Kbl& Oghmmdlé had an innate ambition .
to propagate his people's cultural heritage, =ven
from his youth. This is in harmony with a Yéfﬁb&
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proverb which says " ti i§ asdmft, 18t1i kéker

ni ybb ti mba jonu sbmghmb 10" (A child who will
becon%/rare gem in life would be recognizedi early

from his/her youth.). Ogtmmpl&'s ambition had

revealed the sort of person he was to beccme in
future. Within a few Years as pupil teacher,
Dglinmplh's activities had proved that he was to

become one of the most popularly acclaimed performing
artists’ and a teacher of a larger audiemce iam
twentieth century Black Africa. Therefore, we

could say that Ogtmmplé started his teaching career

in the small classroom and got to a peak whén he
taught thousands of his people how the society couvld
be made peaceful and harmonious through good conduct
and comportment. Apart from moral teaching, 55ﬁnﬁ§la
also delved into the Yoriab& cultursl past, dished

o5 useful materials in the Yordb& culture in a bid

to contribute his quota in reviving the Yormlbk customs,
philosophy, beliefs and practices which are of

immense benefit to the comtemporary and future Nigerian

<enerations. Therefore, "for as much as the Nigerisn
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theatre reflects the people's aspirations and appeals
to them aesthetically, the initiative to entrenmch

it must be backed, and its progress supported by
Nigerians themselves T Ogmmdla's folkloric plays
are,undouﬂhﬁﬂg$ an impressive contribution to the
contemporary African drama and may serve as an

indispensable tool for bringing the decadent moderm

society gi a state of normalecy.
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D. PERSONAL/ORAL COMMUNICATION.

ABIMBQLA, WANDE and
JUWON, BADE.

’

Personal/Oral Communication

with Professor Wande Abimbola,
Head, Dept. of African Languages
and Literatures University of

Ife, Ile-Ife, and Dr. Bade Ajuwgn,
Senior Lecturer, of the same

" University and Pepartment, on

AKINTAYD, ABIsBQLA (

BETER, ULLI,

14th June, 1982 in their offices
at Ile-Ife.

Mrs). Personal/Oral Communica-
tion with Mrs. Abimbola Akintayo
(alias "Mam& Ibeji") at her °
Elékuro residence, Ibadan, on
22 January, 1989.

Personal/Oral Communication

with Professor Ulli Beier at the
Launching of the New Musical
Instruments of Chief “"Twins Seven
Seven'" on Friday, 22nd Dec 1989,
at the Premier Hotel, Ibadan.

" Nigeria.

OGONMOIA, DEIE and TAYQ (Mrs.) Personal/Oral

Communication with the late K{1l4&
Ogunmdla's leading actresses/
wives in their residence at

Agd Wande Compound, Osoghbo on
22nd April, 1989.

OGUNYEMI, WALE Personal/Oral Communication with
Chief Walé Oghlnyemi, one of the

clfgebassopiatis of the late
Kbt 148's theat Toup,
og gggngebruary, fg&% a%p
Ibadan, Institute of African

‘Studies, University of Ibadan,
Nigeria.
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IWO (ALIAS "TWINS SEVEN SEVEN"): Personal/
CnaRETT gral Communication with Chief Qlaniyi
(alias "Twins Seven Seven"), another

member of the late Kdl& 0Q 14"s
drama group in the 1960s and the early
1970s.

rArinwd llOng OrfiR)s Personal/Oral Communication

0 : : 5% Amos Qréoférd Ql&tinwd, a profe-
szional palmwine tapper at Mo. 16,
11648 Compound, Tlé-Ifg, on April 4,
1989.

CATALOGUE OF RECORDED SOUNDS, Archive NQSﬁ

68/21-24 - The Palmwine Drinkard ({miti)
68/595 - Suird Lagba.

68/597 — Dgbbén Ju Agbhra

68/602 - O0jt la ri.

68/604 - Ajé ki 1 gbé

68/621 - Ql‘brun. 16 mgjo% da.

68/622 ~ B'Qldrun 4 pani, ¢oba kan kd 1& pani.
68/624 - Erf yatd sbmo.

68/625 - ABooremégika

68/626 - BBY Qddra.

Occasional Publication, No.20, Institute of Africen
Studies, University of Ibadan, Ibadan, Nigeria,
Ibadan University Press, Compiled by Ojehomamn, A.
Agnes, Recorded oral interviews between Dap)
Adelugba of the Department of Theatre Arts,
University of Ibadan, Nigeria, and the late Kb1l4&
Ognmdléd with merbers of his theatre group for Ghe

Institute of Africam Studies, University ef Ibadan
in June’ 1%7‘
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PROBABLE SOURCES OF INSPIRATION FOR K(LA OGONMLE IN THE
MATERTAL CULTURE.

TRADITIONAL FARMING AND HUNTING IMPLEMENTS
~ PRODUCED BY TRADITIONAL BLACKSMITHS

C

Different types of Cutlasses
Knives

’

Different types cf ¥ces
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Fervesting Knives

Knives used by celabash carvers

Sack's needle

Knife for peeling
yans

- o se S
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Ircn trap

Medicinal/zegical instrizents
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Axe used for bresking fire-w-cd

Axe used by pelztree cliobers for
harvesting palmnuts
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