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CHAPTER THIRTY-FIVE

Concepts and Principles of Paralinguistic Aesthetics of Costume and Make-
Up in Two Nigerian Stage Performances

AbdulRasheed A. Adeoye, Toyin Beatrice Bade-Afuye, apd
Abdullahi Lawal

Introduction
No matter the socio-cultural and historical perspectives, contexts and dimensions,
the paralinguistic aesthetics of costume and make-up are inevitable
transformational aids in the theatre. From the classical theatre of Greece and that of
Rome to the present age, costume and make-up are central to play production. In
fact, costume and make-up rose to eminence in the 19th century when accuracy
came into it (Bade-Afuye, 2016, p.292). Costume and make-up designs are
important in the theatre because of their aesthetic appeals which can be likened to
the importance of human clothing on daily basis. Bade-Afuye (2016, p.292) further
maintains that costume and make-up are “imaginative decorations of the body and
face that have helped locate dramatic action, identify and reinforce character”.
Before this, Musa (2003, p.49) has maintained that costume, make-up and props
“help to project and distort the image and appearance of characters... that further
give life and meaning to performers as they interpret and impersonate other
characters in performances”. Shuaib (2002, pp.48-49) also buttresses that
Costumes and make-up practices within Nigerian theatre are done
alongside with the development of Nigerian theatre practice because
there is no way we can trace the history of costume and make up
without taking adequate cognisance of the context within which
they were and are still used. Costume and make-up emerged
concurrently with ... indigenous actors, dancers and musicians on
the Nigerian theatre scene. In this regards, costume and make-up
can be assumed to be as old as Nigerian theatre.

Costume and make-up play significant roles of interpreting the message
presented before an audience in the theatre through the enhancement of artistic
spectacles. Without it, admittedly, serious play production cannot see the light of
the day. In fact, costume and make-up are two different arts that have become
symbiotically one. This is because the former relies on the latter. So, they are seen
as two departments in one because they complement each other and consequently
add to the message of theatrical productions. There are many roles that costume
and make-up play in theatrical practices which necessitate its special position as a
major aspect of technical theatre. Utoh-Ezeajugh (2015, p.10) in Costume and
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Make-up Design in Theatre and Film Productions: The Reality of Make-Believe

maintains that costumes can be seen as
the items of clothing, accessories and ornamentation worn by the
actor or actress for the purpose of defining character and
establishing the circumstances of the character’s existence; by
situating him/her in time and space. It also refers to the artistic
design of clothes and accessories appropriated or described in a
play. Costumes may serve to poriray a character’s age, gender,
profession, social class, personality, and race; as well as give
information about the historical period/era, geographical location
and time of the day, and even the season or weather of a particular

play.

From the foregoing, we can, therefore, decipher that costuming as an art in
the theatre plays many roles and serves many functions, all in the process of
enhancing theatrical productions. We can also say unequivocally that without the
art of costuming, play production is relatively impossible. Consequently, Utoh-
Ezeajugh (2015, p.8) opines that:

It is a given (sic) that the art of mimesis or role play cannot be
complete without the art of costume and make-up; except of course
in the opinion of scholars like Peter Brook and Gerzy Grotowski
who would want us to concur with their claims that the actor’s body
is a sufficient tool for role interpretation without any form of
modification or embellishment.

This may be acceptable in their acting experiments and even at that, what
Grotowski condemned is the excessive use of costume and make-up. Brook on his
own got fascinated with the bridges and perspectives which the metaphor of the
fluid space offers in relation to Play Directing. But in the reality of human
existence, what we wear as human beings contribute or tell a lot about who we are;
what we say; and what becomes of us, among others. In the reality of life,
costuming (a layman’s interpretation of wearing of clothes) is a must for all. This
is because it represents the identity of the costumed. Even insane persons do not go
naked often. Their costumes quickly and obviously say the state of their mind. In
essence, costume art cannot be down-played because of its importance in human
existence. Make-up, on the hand, is an enhancer of costumes. Buchman (1989,
p.12) argues aiso that make-up is:

The vital link between the artist and the audience ... This final tool,
when properly used, allows the performer to utilize his face to
project his role to the audience. Without this skill, all other aspects
of his training are badly undermined.
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Within critical rethinking, make-up is also important as costume. Although,
costume art enjoys more attention than make-up but the two are symbiotically
related because they complement dramatic action. One cannot say he has done well
after costuming a young actor playing an old character without taking adequate
cognizance of his make-up which can actually enhance attire that befits the status
of an old character. Thus, make-up art is also significant. This is the technical
elements that comes to play in the two play performances under study in this essay.
The two performances; E.O. Kofoworola’s Queen Ghasengeh and Bode Osanyin’s
Ogedengbe are produced in the Department of the Performing Arts, University of
Ilorin, Ilorin, Nigeria.

Recent Conversations on the Aesthetics of Costume and Make-up
Bade-Afuye’s (2016) essay appraises costume design in a carnival performance
and focuses on how Oyo State Contingent explored costume and make-up art
efficiently and effectively in the Abuja Carnival of 2010. She attributes the success
in the design to the technical know-how of the troupe which must be imbibed by a
would-be costume and make-up artist for efficiency. She concludes by saying that
proper attention and emerging trends in costume and make-up art should be
employed for such artistic efficiency.

Asigbo’s (2013) work with the title, “Transmutation in Masquerade
Costumes and Performances: An Examination of Abuja Carnival 2010” is another
attempt that looks at the exploration of costumes in the Abuja Carnival of 2010. It
has a little relation with Bade-Afuye’s work reviewed above but the variation is
that Asigbo’s focus is on transforming ritualistic masquerade performances to
social entertainment through costume design. He also assesses the colour
combination of the masquerades’ costumes in Abuja Carnival performances and
the technique used by various masquerade performances in “building the costume
since designers, most times, try as much as possible to make their designs
functional” (Asigbo, 2013, p. 13).

Inegbe and Markson (2014, pp.67-84) in their essay, “Aesthetics Discourse
in the Costume of Ekpe Masquerade of the Efik People of Cross River State” argue
that all cultures all over the world with their institutions are different from one
another. In culture, according to them, lies aesthetics. They appraise aesthetics in
the costumes of Ekpe masquerade of the Efik people of Nigeria in Cross Rivers

State. Their argument is that costume of Ekpe masauerade is full of aesthetice. This
is in line with our view in this study, maintaining that costume and make-up are

elements of aesthetics. Inegbe and Markson (2014, p.72) posit that:
Beauty possesses depth and insight and it is functional. It goes
beyond the physical appearance. Therefore, a person who possesses
good manner may be considered good and beautiful in character
even if his or her facial appearance reveals contrary. The above
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analogy points to what we might consider as the aesthetic
experience.

Akpan and Jacob’s work entitled, “Costume and Make-up of Eka-Uman
Ceremony in Ibibio Cultural Life” looks at Eka-Uman cultural ceremony of life. It
traces the festival from its historical origin and also presents the festival as a
dramatic piece that processes plot, character, diction, song, dance and instruments,
audience, stage and costume and make-up (Akpan and Jacob, 2013, p.88). They
explain each of these items one after the other. They maintain that costumes in
Eka-Uman festival “speaks volume to visitors and other spectators in that they are
immediately linked with the Fka-Uman” (2013, p.93). They also add that make-up
in Eka-Uman festival is made from Okukin (A kind of dye), IduotNdom
(Camwood), Ndom (White chalk), Aran (Palm oil) and Utoison (A kind of dye)...
(Akpan and Jacob, 2013, p.93).They also explain the cultural, social and religious
significance of costume and make-up in Uka-Uman cultural life. They submit very
critically that:

Costume and make-up help to express individuality through unique
aesthetics. Since the Eka-Uman in Ndon-Ebom cultural life is a
model of a female deity which is believed to control important
natural forces, it is an obligation for them to uphold the culture and
not to let it die especially in the area of costume and make-up... The
customs in Ibiobio land demand that before a young girl is
recognised as a mature woman, she must pass through a period of
confinement ... The Eka-Uman festival being ritualistic enables the
initiates to become identified with the mythical beings they
represent through their costume and make-up. (Akpan and Jacob,
2013, pp.97-98)

Utoh-Ezeajugh’s work, “Promoting Minority Cultures through Costume
and Make-up: Sam Ukala’s Break a Boil in Production” focuses on the use of
culture and make-up to promote, present and preserve minority cultures of Ika
ethnic group of Delta State, Nigeria. She argues that costume and make-up are
instruments of cultural promotion through Ukala’s Break a Boil’s production.
Utoh-Ezeajugh (2010, p.136) maintains that “Sam Ukala’s Break a Boil is a
political metaphor for the Nigerian society, which exposes the fate of “watchdogs”
in autocratic societies”.

In all the essays that we have been reviewed above, none of them has the
same scope with what we set out to do. In addition, all of them are on festival
performances whether modernised or traditional except Utoh-Ezeajugh’s work
which is on dramatic production of Sam Ukala’s Break of Boiland the play is not
among our selected productions. In our own case, we are examining
E.O.Kofoworola’sQueen  Ghasengehand  Bode  Osayin’s  Ogedengbe’s
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performances.We also see costume and make-up as indivisible arts that
complement one another as against the position of Utoh-Ezeajugh (2010, p.136)
and in consonance with that of Akpan and Jacob (2013, p. 88). These are the gaps
that our work will fill, which make the present work different.

Theoretical Framework

This work employs Functionalism and Aesthetics in the assessment of the
exploration of costumes and make-up designs in the two selected stage plays.
Functionalism is a social science based theory that seeks to see to the functionality
of every integral part of the society. Microsoft Encyclopaedia maintains that
Functionalism is “Every social custom and institution ... seen as having a function
in ensuring that society works efficiently”. On the other hand, Aesthetics is a
philosophical thought that probes beauty and meaning that is attached to things
both tangible and intangible. To this end, Khali Gibran (1975) defines aesthetics
as:

The thing called beauty or the pleasant is intangible. Its emblem or
traces could never be found in the object perceived neither in the
properties that make the whole but in the hearts of the perceivers
which is now reflected in a form of judgement and reactions. Beauty
is a light in the doldrums of beings (Cited in Kofoworola, 2015,
p.131). '

Kofoworola (2015) maintains that aesthetics as perception has a
relationship with feeling. He is of the view that aesthetics, going by its literal
meaning, which is perception (aesthetikos) or feeling (aisthesis) cannot be
neglected if one is in search of what aesthetics really means or connotes. He,
therefore, opines that:

Perception as we know is concerned with the ability to acquire an
insight in something, an object or a subject. That ability is not
dependent mainly on the physical manifestation of the eyes-sight,
the reflection that is transmitted into the eyes, the sense of sight.
Perceptions are reflected into the inner eyes; they belong to the
sense or the mind, and are capable of generating some feelings
(Kofoworola, 2015, p.130).

Aesthetics does not only provide the feelings above, it also establishes
beauty. Consequently, we are not only concerned about the aesthetics derived from
costumes and make-up designs used in the dramatic productions, we are also
bothered about the functionality of costumes and make-up designs in the two
selected productions. Certainly, costume and make-up can go a long way to
contribute to the meanings theatrical productions intend to project.
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Costume and Make-up Arts in the Two Selected Performances

In the traditional African performance or theatre, the art of costuming was
held in high esteem. Costumes were special attires that were worn for specific
occasions by certain individuals in the society. Aside the significant messages
costumes pass across to the people, they also demonstrate great measures in the
aesthetic worldview of a people. Based on the foregoing, assessing such an
important aspect of the theatre as explored and demonstrated in the selected
productions of African / Nigerian plays is important as we set to do in this
academic engagement. Our focus is to look at concepts and principles that guided
costuming in the productions of Queen Ghasengeh (2005) by E.O. Kofoworola and
Ogedengbe by Bode Osanyin.

Odule (2013, p.340) resolves that “Costumes in the theatre must be
aesthetically pleasing to the audience. Its beauty must arrest the attention of the
audience in order to communicate fast information based on the aim of the
portrayed action”. Therefore, costume design in the theatre must play the role of
life-wire of a production. It is only when costume design is taken in this magnitude
that costuming can actually complement actor’s and actress’ roles appropriately.
The success of any theatre production lies in the art of costume and make-up. An
artistic director needs a competent costumier or make-up artist that can project his
or her work well through costume and make-up arts. An artistic director may have
created captivating pictures, moving speeches and endearing movements in a
theatrical production but without the support of a competent costumier to costume
the production, all his or her efforts may go unappreciated if appropriate costumes
are not put in place. However, the costumier or make-up artist should not jettison
the suggestions or costume concepts or principles of the artistic director for the
production. Doing this will amount to embarking on a dangerous artistic journey
riddled with self-pride and ego. Certainly, the artistic director is the leader of the
production and all members of the crew should respect him or her. He or she
should also respect the crew without sacrificing his or her artistic desire.

Costume is believed to have more significance in theatrical productions
because it is the aspect of a stage production that helps establish the situation of the
play and to give special spectacles and effects. Every play production has its own
artistic concept and ideology. Therefore, a costume designer must engage himself
or herself in a thorough research before costuming a theatrical production. The
following principles are expected to be followed by a costume designer in order for
him or her to do justice to theatrical performances:

1 a costumier must analyse the script thoroughly;

1l a costumier must do a thorough research about the geographical
location of the play;

iil. a costumier must know who the characters represent in their social,

political, economic and religious perspectives;
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Zisetgzzi) idandﬂrlnake-up designer quuld imbibe. K?foworo.la’sQueen Ghasengeh is
y that presents the feminine and masculine warriors to us.

Ogedengbe (2900) by Bode Osanyin is an important play as well. Osanyin
Llses the play to tell his own side of the story of Kiriji war (Ekiti Parapo) against
Ibadan warriors. Emphasis is more on Ilesha warriors that he presents in the play,
hence, the eponymous nafcure of the play. The play presents the tragedies that
ravaged Yoruba land during the war, most especially, [jesha axis. Maybe, this
accounts for O.gedengbe’s refusal to accept peaceful intervention of the Colonial
Authorities Whl.Ch lead to his ban from Ijesha land. Azeezat Farinloye costumed the
performance_ with a great deal of sizzling and creative make-up. Again, the lead
author of this paper, Adeoye supervise the project and this time, he insists on the
place of costume and make-up in history and the need to thematise each scene for
the development of the play’s exposition, conflict, climax and resolution.

Theatrical production requires many artistic departments for it to see the
light of the day. These departments include directing, costume and make-up, props,
lichting and set, choreography, publicity and marketing, among others. All these
units must come together to make a productive performance, concluding in the
process, the collective nature of the arts of the theatre.

Similarly, in Kofoworola’s Queen Ghasengeh which also has African
setting and background (to be precise, Ghana) attempts were made to see that the
required costumes that could represent the Ghanaian people were sought for. We
hen realised that a sort of fabrics called, Kente which is an Ankara fabric of
beautiful laced with several colours that demonstrate wealth is imbedded in their
mode of dressing and their accessories were explored in costuming the play. The
-ccessories were used to compliment the costumes which indicate that they were
indeed from Ghana.

Queen Ghasengeh by Kofoworola revolves around two African Empires.
King Ghasengeh represents the Ghasengambi Empire that believes in the power of
—word while King Bateyaga (Ghasengeh’s in-law) represents the Bateyazinga
Empire that believes in the power of word. Queen Ghasengeh, who by virtue of
%irth and marriage, belongs to the two Empires. The Bateyazinga and
Shasengambi make all efforts to restore peace to the land of Ghasengambia.ns. So,
-oncepts of the word and the sword invariably were explored in costuming the

-Tlaxr

Interestingly, the crisis of the play begins to bui.ld—up whep Qu&?en
“hasengeh gives birth to a baby boy but connives with the mid- w1fc?,
‘L;“_‘.ata?akamata to lie about the gender of the baby as a girl. King Ghasen_geh is
—her infuriated about the gender of the baby. Thus, Queen thsengeh decides to
one with the child (Bateyazinga). Queen Ghasengeh's son is, howeve.r,left to
oW up in Bateyazinga. The baby is schooled in matriarchy as agqmst the
~arriarchy obtains in Ghasengambi. Queen Ghasengeh attempts to eradicate the

»lent tradition of Ghasengambians. Finally, after Ghasenghasen has been brought

442



up in a non- violent way, he is taken back to his father land to become king and his
father abdicates the throne for him to restore peace to Ghasengambi.

What gave Queen Ghasengeh the artistic colouration it enjoyed in 2009
were the costume and make-up designs. It is obvious that the play addresses the
topical issue of power struggle. The subject would not have been successfully told
if the adequate and necessary costumes were not put in place to project the
intention of the playwright. So, costume consequently enhanced the message of the
production.

E.O. Kofoworola’s Queen Ghasengehis more of a theatre of literature
rather than that of performance. This is because of many wordy expressions
therein. This does not deny the fact that it has potentials for the stage. Although
this became possible in the hands of competent director with the complementary
efforts of costume and make-up artists who ensured that the intention of the
director was actualised.

In the production of Queen Ghasengeh, the movements of the warriors
were obviously and technically enhanced by the costumes the actors put on. It
would have been strange and misinforming if they wore servant’s costumes and
moved like warriors. This is what costume designers must adequately take note of.
Actors and actresses must not contradict themselves through ineffectual costume
design.

Queen Ghasengeh’sproduction demonstrates different classes in the society
despite the period of the play. The costumes provided for the warriors in the play
production do not only show their status as warriors; they also motivate the
actualisation of their characters. The costumes designed also demonstrate to the
audience that the warriors belong to the upper class of the society.

Costumes play many roles in Ogedengbe’s production. In fact, they were
pointers to the positions and roles of certain characters in the production. In
Ogedengbe’s production just like we have it in Queen Ghasengeh’sproduction,
costume design helps to single out characters and place them to where they belong -
in the society. Not only that, it also shows or enhances dramatic actions that are
carried out in the production.

At the beginning of the production, Ogedengbe was held tight to be
sacrificed to the gods as a captive of the war. Before the anticipated action in the
scene, we were already told of what would likely occur through the various
costumes put up by the actors in that scene. Ogedengbe was costumed in a way
that informed the audience that this was a sacrifice for the gods, although their
action of attempting to execute him failed as Ijesha warriors rescued him.

In addition, when Ijesha warriors came for Ogedengbe’s rescue, he was
given a befitting costume as a warrior. This means that costume was used to denote
class differentiation and categorisation. We could see and observe that immediately
Ogedengbe was costumed with warrior’s attires his actions became different. This
is a point to justify the position that costume enhances human actions. It is true that
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costume and make-up designer should imbibe. Kofoworola’sQueen Ghasengeh is
an epic play that presents the feminine and masculine warriors to us.

Ogedengbe (2000) by Bode Osanyin is an important play as well. Osanyin
uses the play to tell his own side of the story of Kiriji war (Ekiti Parapo) against
Tbadan warriors. Emphasis is more on Ilesha warriors that he presents in the play,
hence, the eponymous nature of the play. The play presents the tragedies that
ravaged Yoruba land during the war, most especially, Ijesha axis. Maybe, this
accounts for Ogedengbe’s refusal to accept peaceful intervention of the Colonial
Authorities which lead to his ban from Jjesha land. Azeezat Farinloye costumed the
performance with a great deal of sizzling and creative make-up. Again, the lead
author of this paper, Adeoye supervise the project and this time, he insists on the
place of costume and make-up in history and the need to thematise each scene for
the development of the play’s exposition, conflict, climax and resolution.

Theatrical production requires many artistic departments for it to see the
light of the day. These departments include directing, costume and make-up, props,
lighting and set, choreography, publicity and marketing, among others. All these
units must come together to make a productive performance, concluding in the
process, the collective nature of the arts of the theatre.

Similarly, in Kofoworola’s Queen Ghasengeh which also has African
setting and background (to be precise, Ghana) attempts were made to see that the
required costumes that could represent the Ghanaian people were sought for. We
then realised that a sort of fabrics called, Kente which is an Ankara fabric of
beautiful laced with several colours that demonstrate wealth is imbedded in their
mode of dressing and their accessories were explored in costuming the play. The
accessories were used to compliment the costumes which indicate that they were
indeed from Ghana.

Queen Ghasengeh by Kofoworola revolves around two African Empires.
King Ghasengeh represents the Ghasengambi Empire that believes in the power of
sword while King Bateyaga (Ghasengeh’s in-law) represents the Bateyazinga
Empire that believes in the power of word. Queen Ghasengeh, who by virtue of
birth and marriage, belongs to the two Empires. The Bateyazinga and
Ghasengambi make all efforts to restore peace to the land of Ghasengambians. So,
concepts of the word and the sword invariably were explored in costuming the
play.

Interestingly, the crisis of the play begins to build-up when Queen
Ghasengeh gives birth to a baby boy but connives with the mid- wife,
KamataYakamata to lie about the gender of the baby as a girl. King Ghasengeh is
further infuriated about the gender of the baby. Thus, Queen Ghasengeh decides to
elope with the child (Bateyazinga). Queen Ghasengeh's son is, however,left to
grow up in Bateyazinga. The baby is schooled in matriarchy as against the
patriarchy obtains in Ghasengambi. Queen Ghasengeh attempts to eradicate the
violent tradition of Ghasengambians. Finally, after Ghasenghasen has been brought
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up in a non- violent way, he is taken back to his father land to becqme king and his
father abdicates the throne for him to restore peace to Ghasengambi. . '

What gave Queen Ghasengeh the artistic colouration it enjoyed in 2009
_were the costume and make-up designs. It is obvious that the play addresses the
topical issue of power struggle. The subject would not have been successfqlly told
if the adequate and necessary costumes were not put in place to project the
intention of the playwright. So, costume consequently enhanced the message of the
production.

E.O. Kofoworola’s Queen Ghasengehis more of a theatre of literature
rather than that of performance. This is because of many wordy expressions
therein. This does not deny the fact that it has potentials for the stage. Although
this became possible in the hands of competent director with the complementary
efforts of costume and make-up artists who ensured that the intention of the
director was actualised.

In the production of Queen Ghasengeh, the movements of the warriors
were obviously and technically enhanced by the costumes the actors put on. It
would have been strange and misinforming if they wore servant’s costumes and
moved like warriors. This is what costume designers must adequately take note of.
Actors and actresses must not contradict themselves through ineffectual costume
design.

Queen Ghasengeh’sproduction demonstrates different classes in the society
despite the period of the play. The costumes provided for the warriors in the play
production do not only show their status as warriors; they also motivate the
actualisation of their characters. The costumes designed also demonstrate to the
audience that the warriors belong to the upper class of the society.

' Costumes play many roles in Ogedengbe’s production. In fact, they were
pointers to the positions and roles of certain characters in the production. In
Ogedengbe’s prodiiction just like we have it in Queen Ghasengeh’sproduction,
costume design helps to single out characters and place them to where they belong
in the society. Not only that, it also shows or enhances dramatic actions that are
carried out in the production.

At the beginning of the production, Ogedengbe was held tight to be
sacrificed to the gods as a captive of the war. Before the anticipated action in the
scene, we were already told of what would likely occur through the various
costumes put up by the actors in that scene. Ogedengbe was costumed in a way
that informed the audience that this was a sacrifice for the gods, although their
action of attempting to execute him failed as Ijesha warriors rescued him.

. In addition, when Ijesha warriors came for Ogedengbe’s rescue, he was
given a befitting costume as a warrior. This means that costume was used to denote
class differentiation and categorisation. We could see and observe that immediately
Qgedepgbe vyas_costumed with warrior’s attires his actions became different. This
1s a point to justify the position that costume enhances human actions. It is true that
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human actions are different when he costumes for two different occasions. For
example, his actions cannot be the same when he dresses for a marriage ceremony
and also for a courtesy call on his friend. He would be too weary of his
movements, actions and speeches while he is in costumes and make-up meant for
marriage ceremony while he would be casual in his actions and activities in the
latter. This is an illustration of the reality of human existence. This obviously came
to play at the point Ogedengbe got another costume meant for his position as
generalissimo and for another occasion of war. The costume designer of the
production noted this and explored it in order to actualise the message and the
artistic aesthetics.

Even when Ogedengbe was not at the war front, his costumes at home do
specified in clear terms that he was an aristocrate. He wore ofi which is usually
known with the people of the upper class as at the time of the story in the play.
Tjesha’s king also featured in royal attires that made the audience to come to term
with his royalty. These are few functions that costume design is meant to achieve
in a production and a competent costume designer should take adequate note of.
The exploration of costume and make-up arts would definitely enhance the success
of a play production greatly if these factors are considered. This is because
audience would not be misinformed through contradictory and controversial
costume and make-up designs.

Costume art was also used in the production of Ogedengbe to show the
status of lower class of the society. We could see that various servants and
assistants in the production wore batik (4dire) which was commonly used by that
class as at the time of the real history of the play. King’s servants wore it.
Ogedengbe’s servants too wore the same costume to show their status in the
society. Consequently, costumes and make-up in the two productions have shown
and demonstrated the following: period, gender, individual status, class, action
enhancer and message emphasising strategy, among others. Costume design can
even do more than these, depending on how, when and why they are being used
and explored in a play production. Kindly note that we have several pictures as
illustrations under our Appendices. These are meant to to show the omnibus power
of costume as visual and spectacle activators in theatricality.

Conclusion

This chapter has attempted to look at certain concepts and principles that guide
costume and make-up designers so as to work effectively and efficiently in
theatrical productions. It considered the concepts and principles of costume and
make-up designs as constituents of theory on costume and make-up. The paper
interrogated costume and make-up designs in the productions of E.O.
Kofoworola’s Queen Ghashengeh and Bode Osayin’s Ogedengbe, assessing the
technical expertise used in the productions of the plays to present our arguments of
how, why and when to costume and make-up characters for successful theatrical
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performance. Consequently, the chapter enunciated contributions and roles of
costume and make-up designers in the two performances. It also encouraged
would-be costume and make-up designers to do the needful for them to actualise
the artistic requirements of costume and make-up arts. The paper recommends,
therefore, that the essence of costume and make-up designs in the theatre are
significant which make the two arts relatively impossible to do away with in the
theatre business. Given consideration to or accepting our prototype concepts and
principles of costume and make-up we hope, will also aid the use of the two
indispensable paralinguistic aesthetics in the performance articulation.

Works Cited

Akpan, M. G and Jacob, O. U. (2013).Costume and make-up of Eka-Uman
ceremony in Ibibio cultural life. In: Arts, culture and communication in a
post-colony: a festschrift for Lawrence OlanreleBamidele. (Eds.) Ameh
Dennis Akoh and Stephen E. Inegbe. pp. 85-103. Rochester: Alpha Crowns
Publishers.

Asigbo, A. (2013). Transmutations in masquerade costumes and performances: an
examination of Abuja carnival 2010.In: Arts, culture and communication in
a post-colony: a festschrift for Lawrence OlanreleBamidele. (Eds.) Ameh
Dennis Akoh and Stephen E. Inegbe. pp. 3-14. Rochester: Alpha Crowns
Publishers.

Bade-Afuye, T. B. (2016). Costume design as an integral art for carnival
performance: Oyo state contingent in Abuja 2010 carnival as paradigm. In:
The stage and the screen: perspectives on arts production in contemporary
Nigeria. (Eds.) Rasaki Ojo Bakare, Gbemisola Remi Adeoti and Modupe
Olaniyan. pp. 290-302. Rochester: Alpha Crowns Publishers.

Buchman, H. (1989). Stage make-up. New York: Watson Gruptill Publications.
Functionalism (social sciences) (2008).Microsoft® Encarta® 2009 [DVD].
Redmond, WA: Microsoft Corporation.

Inegbe, S. E. and Markson, D. U. (2013). Aesthetics discourse in the costume of
Ekpe masquerade of the Efik people of Cross River State. In: Arts, culture
and communication in aq post-colony: a  festschrift for Lawrence
OlanreleBamidele. (Eds.) Ameh Dennis Akoh and Stephen E. Inegbe. pp.
67-84. Rochester: Alpha Crowns Publishers.

Odule, O. (2013). Costume aesthetics in Yoruba films. In: Arts, culture and
communication in q post-colony: a Jestschrift  for Lawrence
OlanreleBamidele. (Eds.) Ameh Dennis Akoh and Stephen E. Inegbe. Pp-
340-349. Rochester: Alpha Crowns Publishers.

Russell, D. (1973). Stage costume design: theory, technique and style. New J ersey:
Prentice Hall Inc.

Shuaib, O. (2012). Historical perspective of costume and make-up in Nigeria.
ALORE Ilorin journal of humanities, Vol. ( 15), pp. 48-62.

A45



Utoh-Ezeajugh, T. C. (2015). Costume and make-up design in theatre and film
productions: the reality of make-believe. Anambra State: Rex Charles &
Patrick Ltd.

Utoh-Ezeajugh, T. C. (2010). Promoting minority cultures through costume and
make-up: Sam Ukala’s Break a Boil in production. In: Theatre and
minority rights: perspectives on the Niger Delta. (Ed.) Austin Ovigue
Asagba. pp. 129-141. Ibadan: Kraft Books Ltd.

446




