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Sub-cultural institutions are usually managed and controlled by powerful
individuals and selected few within a group.,

Sub-cultural institutions are the “institutions of churches, education
systems, health service care systems, social institutions, recreational
institutions and the state” (Adadevoh, 2002:163). As one of the higher
institutions of culture itself, sub-cultural institutions help to create,
maintain and defend cultural institutions.

2.7 Theatre

The theatre fortunately falls within all the sub-cultural institutions.
Theatre radiates through the religious, political, educational, health and
most importantly, 'recreational institutions'. The theatre celebrates,
imitates, reflects, reproduces, educates, engineers and re-engineers,
interprets and re-interprets the totality of culture which can be 'material' and
'immaterial',

For the purpose of this paper, we accept August Strindberg's conceptual
explanation of the uses of the theatre in bridging the gap between the people
of different strata. He explains that the theatre is:

... a Bible in pictures for the benefit of the illiterate; with
the dramatists as a lay preacher hawking contemporary
ideas in a popular form, popular enough for the middle
class, who compromise the bulk of the playgoers, to be
able to grasp without much effort what the minority is
arguing about. The theatre has always been a primary
school for the young, the semi-educated, and women. ..
(Strindberg, 1998:90).

The proviso to be added here is that the theatre is an aesthetic catalyst of
culture and culturalism, mono-culturalism, interculturalism and
multiculturalism eitherin a unitary or a federal state.

3.0 THE NIGERIA IMAGES IN NIGERIA

For obvious reasons of colonialism and slow pace of civilization,
Africa has been given various identities and image which include; “a
forgotten race”, “dark continent”, “wretched of the earth”, “land of
ghommids and spirits”, “race of the devils” and so on. In fact Edward
Long's generalized and. derogatory comments” about Aftica is quite
instructional here. He says that Africans are ... brutish, ignorant, idle,
crafty, treacherous, bloody, thievish, mistrustful, and superstitious people
(cited in Curtin, 1964:43). To us, some of the above images are universal
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and they know no race, religion or creed. Sensationalizing these negative
images as African images should therefore be seen as cultural conspiracy of
the whites against the blacks.

Nigeria has numerous images which perform both negative and
positive functions. However, five major Nigerian images will be
highlighted here with the hope of coming to terms with their effects on the
Nigerian society at large. Likely factors that will check the five images will

also be suggested.
S/N| IMAGES] POSITIVE NEGATIVE LIKELY
FUNCTIONS FUNCTIONS CHECKING
FACTORS
1. | Language | Bridge communication Create communication . .| Multilingualism.
differences | gapbetween speakersof | gap, disharmony and Ability of one
one language. One suspicion betweennon- persontospeak
language promotes speakers of one language. | all the major
ethnicity and tribalism. ; languages will
erase suspicion
andbridge
communication
Gap.
2. | Tribalism/ Promotes tribal/ethnic Hinderance to national Trade, inter-
ethnicity loyalty culture and integration. ethnic marriage
Givesroom for the and understanding
activities of tribal can check
secessionists and ethnic tribalism
£ wars. ' ethnicity.
3. | Religious Sustaining the overall Religious intplerance/ ‘Religious
differences | interest of members of disharmony. Disunity, tolerance and
s the'same sect at the violence, war and understanding.
expense and exclusion of massacre. :
other religious
s Worshipper. 3 B
4 | Political - * | Favours the ruling Exploitation. Oppression, | Even representation
Domination | group. Soothing balm Uneven representation, Free and fair election
For political patronage. rigging and it promotes and objective
% political cultism/mafia. enfranchisement.
Loss of the masses voice. |~
S. | Cultural Abait for Anti-multiculturalism. Multiculturalism.
differences | mono-culturalism for Breed cultural suspicior, | Inter-cultaral
peopleof the same intimidation and marriage and

culture. Cultural
homogeneity, unity
and clannishness.

anti-national culture.

Understanding.

Other images include, marginalization (often expressed by the three
major ethnic groups Igbo, Hausa and Yoruba) and economic domination.
Looking at the above table however, the five major images have led to
distrust, insecurity, killing and wanton destruction of lives and property.
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Religious crisis alone has claimed thousand of Nigerian lives in Kano,
Kaduna, Jos and Osogbo even within the fourth republic, Culture and
religion have also claimed people's lives at Shagamu in Ogun State and the
worst, was the Nigerian civil war of 1967 to 1970 and the crisis of June 12"
1993,

Most of the positive functions of the images under the table above can
only be suitable under a nation with one religion, one tribe, one language
and of course, one culture. Those positive functions are anti-federalism and
what is suggested here is the need to effectively look into 'the likely
checking factors' with the view of making them applicable to the Nigerian
nation. Some of those images give us identity as man, coming from
somewhere with unique images and going to Nigeria to meet people of
different images hence, the need to check those ovetbearing images and
promote the ennobling images of nationalism and federalism. These are
inevitable in the Nigerian nation.

4.0 MULTICULTURAL THEATRE IN NIGERIA: THE JOURNEY
SO FAR

This major sub-heading is going to be treated under two points; the
cultural/theatre institutions that promote multicultural theatre in Nigeria
and some of their major past performances and published play-texts that
project multicultural theatre which seek to celebrate the eclecticism of
multiculturalism, All these review will assist us in knowing the level that
multicultural theatre has reached in the Nigerian cultural renaissance,

L, Cultural/Theatre Institutions that Promote Multicultural Theatre
in Nigeria,

Most of the cultural/ theatre institutions in Nigeria are either founded
or funded by the governments (federal, state or local) or private individuals
who established cultural/theatre organizations for the promotion of
multicultural theatre in Nigeria having considered the plurality of the
Nigerian society.

Nigeria. The National Theatre's main function is the promotion of the
Nigerian national images for national unity, cultural harmony and national
rebirth through dramatic and or theatrical enactments,

It is located in Lagos Stafe and it is founded-'partially commercialized' by
the Nigerian government. 3

@
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This 'elephant project' apology to critics finally took off in 1976 and
successfully celebrated the richness of African and Nigerian culture
through FESTAC 77. The National Theatre has been headed by the
following cultural, theatre and military administrators since 1976; Dr
Garba Ashiwaju, Col. Babatunde Ainukhatemon Akogun, Dr. Gabriel
Adeosun and, Professor Femi Osofisan has just completed his tenure.
These cultural administrators are usually referred to as, General Managers
and the National Theatre also housed the National Troupe of Nigeria
controlled by the Artistic Director followed by the Deputy Artistic
Directors and (Assistant Artistic Director Dance, Music and Drama). Late
Hubert Ogunde, Bayo Oduneye and now, Dr. Ahmed Yerima have been
opportuned to head the National Troupe of Nigeria which finally took off in
1991.

The National Theatre of Nigeria has packaged numerous theatrical and
artistic performances to international festivals as representing the Nigerian
cultural heritage and it has also consistently entertain, educate and engineer
the Nigerian audience about our unity which is shrouded in diversity.

The National Theatre through its National Troupe has of recent
produced seasoned plays, and well-choreographed dance performances to
showcase the rich theatricalities of the Nigerian nation. Between 1997 and
2002, the following theatrical performances have been produced; 'Mbara'
(choreographed by Arnold Udoka), 'Temi The Dancer' (written by Niji
Akanni), The Concubines (written by Elechi Amadi, adapted for stage by
Israel Eboh and directed by Martin Adaji), Soyinka's Death and the King's
Horseman, Circle of Life (written and directed by Ahmed Yerima), The
Trials of Oba Ovonramwen (written and directed by Ahmed Yerima) to
mark the centenary invasion of Benin Kingdom a sharp criticism of, and a
reaction to Ola Rotimi's Ovonramwen N'ogbaisi, Yemoja (written and
directed by Ahmed Yerima)' and many other inspiring performances
mostly created within the total theatre tradition.

The establishment of EXPLAFEST FESTIVAL (spe<:1ﬂcally founded
to celebrate and produce plays with good artistic and dramatic qualities)
also expands and makes the National Theatre a factory of artistic
excellence. Through EXPLAFEST, the following plays and others have
been produced; Femi Osofisan's The Engagement, “Tai” by Sesan
Ogundedun, “The Bridge” by Fedro Obaseki and “The Twist” by Ahmed
Yerima.

Importantly also, the National Theatre housed other notable private and
public organizations such as; NANTAP (National Association of Nigeria
Theatre Arts Practitioners), NAN (News Agency of Nigeria), APCON
(Advertising Practitioners Council of Nigeria), NCAC (National Council
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Arts and Culture), CBAAC (Centre for Black and African Arts), NICO
(National Institute of Cultural Oricntation) among others.

The National Troupe (the nucleus of the National Theatre) usually
recruits seasoned artistes across the country to reflect Federal character, In
fact Ahmed Yerimah, the current Artistic Director of the National Troupe
says their recruitment exercise always aimed at selecting “the best from a
minimum of about three artistes that will be sent from each state of the
federation ... The troupe would pay host to about one hundred and twenty
artistes ...out of this number, only 40 artistes will be recruited ... a state- a
slot ... the remaining six slots .. £0 to some freelance artistes and some of
the former artistes of the National Troupe who excelled in the last
secondment exercise” (Husseini, 2003:30).

Considering the quality of artistes usually being recruited into the
National Troupe through the federal character formula of equal
representation, the artistic quality and theatrical productions have began to
reflect in totality, the harmonious intermingling of cultures through a very
stimulating multicultural yet holistic productions with the re-enactments of
some major ethnic cultural identities. One hopes that that would be
sustained. The Nigerian National Theatre, in spite of its dwindling fortune,
is still; Nigeria's symbol of multicultural theatre that celebrates our
diversified artistic types. " :

B) States Council for Arts and Culture

Most States in Nigeria have states Council for Arts and culture while
few other states have what they called culture Bureaux or Department of
Arts and Culture. States Council for Arts and Culture are primarily created
to promote in totality, the diverse cultures of the people in a state with the
hope of forgoing unity-and peaceful co-existence with the people of the
same state. :

.. States Council for Arts and Culture also promote generally accepted
petformances known with the people of that state, For example, Bata
Dances and their various performance aesthetics are known better with the
people of Oyo/Osun axis whereas Obitun dance is a household name for the
people of Ondo State. Fijo Fulbe dance is also a common dance/theatre
form among the Hausa/Fulani nomads.

State Council for Arts and Culture becomes central culture house
especially to a state populated by people of diverse cultures such as; Kwara,
Edo, Delta, Plateau, Borno and few other states in the Nigeria Federation.
Here, a state Council for Arts and Culture usually mix together various
cultural variables to project the numerous identities and image of the state.
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Importantly, the States Council for Arts and Culture contribute to the
overall development of the Nigerian culture in their various local (state)
environments and generally through the annual national festival
competition through National Festivals of Arts and Culture (NAFEST).
NAFEST important binding themes are being annually suggested and
through the States Council for Arts and Culture who are creating
dance/drama performances to reflect such national themes for possible re-
interpretation of the Nigerian culture. For example, “Nigeria: our people,
our Arts, our Heritage” was the NAFEST theme for year 2003. NAFEST,
through States Council for Arts and Culture, is the annual assemblage of the
Nigerian cultures and a veritable vehicle of multiculturalism. ¢)
National Youth Service Corps:

Since the establishment of this federal integrative mechanism scheme
in 1973, the Nigerian youths especially her university graduates have been
using the NYSC scheme as a programme of national rebirth.

Our concern here is the annual NYSC National Drama Competition
endowed by the NYSC Director General through the annual competition
which usually take place at Abuja. This firmament of Nigerian cultures has
always being a parade through drama and dance-drama performances co-
funded by the NYSC Headquarters at Abuja and NYSC State Branches.
The competition is divided into two parts. The first part is the zonal
competition (with. NYSC members competing .in each of the six
geopolitical zones).

The best drama and dance drama performances will thus be selected
from the zones before the grand finale at Abuja. The NYSC drama
competition is also an avenue for multicultural displays.

d) Nigeria Universities Theatre Arts Students Association.
NUTASA is the umbrella association for students reading Creative/
Performing/ Dramatic and Theatre Arts in various Nigerian universities.
NUTASA as a body usually organizes an annual drama/theatre competition
tagged NUTAF (Nigeria Universities Theatre Arts Festivals). NUTAF just
like NAFEST too, usually have various national themes to project the
Nigeriari image. For example, ABU Zaria hosted NUTAF in 1997 with the
theme of “Image Laundering”. This theme ostensibly was intended to
launder the battered image of Nigeria and provides solution through
performance articulations. NUTAF although a students' festival, has
produced highly artistic and exceptionally good multicultural theatre
which permit the celebration of the known;and unknown Nigeria cultures.
Unfortunately, internal crises and over-weaning ambition caused by
political immaturity on the part of the students have grounded NUTASA.
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Theatre stakeholders should therefore see to the rebirth of NUTASA so that
NUTAF plays can again, enliven the Nigerian stage.

E) National Youth Festival NAYOUFEST)

This festival is primarily designed for the Nigerian youths of low age
grade (10 to 20 years of age) although mature adult often perform in this
festival. Unlike the other festivals discussed above, NAYOUFEST is
targeted towards young children whereby catching them young and
teaching the importance of the multicultural nature of the Nigerian nation
becomes central to the NAYOUFEST programme.

The last edition of this festival was held at Uyo in October 2001 where
knotty issues of religious, cultural and political differences dominated most
of the dramatic presentations.

This festival (NAYOUFEST Uyo 2001) also exposed the 'hidden
artistic and technical talents inherent in the Nigerian youths. Some of the
youths danced, sang and acted far better than the adult. A case in point is the
experience of this researcher in the Uyo edition of the festival. The
researcher served as the Theatre Consultant to the Kwara State Government
for the festival and we assembled young children for three nights of
rehearsals and we produced a play-text titled: “Time for Peace”, the Kwara
State entry for the competition. The enthusiasm and personal commitment
of the children chosen from secondary schools nevertheless, spurred further
the researcher's creativity to work more and to further see the experiment as
an opportunity to preach the socio-cultural concept of multiculturalism
through a play whose central motif is the need for religious and cultural
tolerance. Most of the states that participated in the Uyo edition of the
festival also move from their homogenous cultural identity to embrace the
all-encompassing Nigerian identity.

Other cultural/theatre institutions whose unique theatrical and cultural
presentations and programmes tend to accept and project the Nigerian
project include; SONA (Society of Nigerian Artists), SONTA (Society of
Nigerian Theatre Artists), NICO (National Institute for Cultural
Orientation), NCAC (National Council for Arts and Culture), CBACC
(Centre for Black and African of Arts), National Film Censorship Board,
National Commission for Museum and Monuments and many more. '

2! Published Play-texts'that Project Multicultural Theatre in
Nigeria.

_There are numerous published play-texts that consider the Nigerian
diverse cultures through multicultural theatre.” The first notable published
play-text is Wale Ogunyemi's Langbodo which was performed during
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FESTAC 77. 1t is “Nigeria's award winning play for FESTAC 77”. The
Playwright's experiment with diverse Nigerian dances and songs that cut
across the West, the East, the South-South and the Northern Nigeria. Itisa
play which (Oyesoro 1999:33) says is one of the “productions that featured
in different theatre programmes representative of the major theatre forms
predominant in Nigeria's cultural diplomacy”. Langbodo in content and
form is a good prototype of a multicultural theatre. The play is about the
adventure of seven hunters searching for wisdom on the best way to govern
their nation. A journey to Oke Langbodo's mountain prove herculean and
difficult because the initial seven wise hunters who set out for the journey
lost material resources and only one of them, Akaraogun returns to the
nation, narrating and telling the story of the loss of his other stakeholders.
This play is adapted from D. O. Fagunwa's Ogboju Ode Ninu Igbo
Irunmale.

Beyond this short synopsis however, Wale Ogunyemi made use of
numerous theatre idioms, numerous cultures, numerous dances and ethnic
songs peculiar to the generality of the Nigerian society. In fact, Langbodo is
seen as “the most effective in making a profound statement about world
peace and understanding out of all Nigeria's theatre export” (Oyewo,
2002:109)

Ola Rotimi's if ... a Tragedy of the Ruled and Hopes of the living Dead
are also two plays whose aesthetic assets serve as good awareness to
multicultural theatre. Moving critically further from the contextual unity of
the tenants in if ... and the lepers’ paradox in Hopes... (Uwatt, 2002:40-6)
identifies “theme of nationalism ... communalism ... multi-ethnic
characters and multi-lingualism” as the necessary thematic ingredients that
express Rotimi's patriotic zeal through multicultural theatre. Gbilekaa
(2002:225) also observes through his article “Drama and National Politics:
The Example of Ola Rotimi” that: ;

0Ola Rotimi has seen his relevance to his society in terms of
the contribution in the sphere of sociopolitical
development, especially from the vexatious perspective of
bringing together the various linguistic groups in Nigeria
for the purpose of political unity. Closely related to this
' preoccupation with national integration is the bastion of
leadership, self-reliance through the process of
conscientization. sl

Linguists and language scholars have also fruitfully considered the
problem of language question in Nigeria. Various options have also been
suggested. Considering the relative ease with which Pidgin-English is
understood, we are of the opinion that any cultural/theatrical performance
in Pidgin language will be accepted and understood by almost all the major
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cthnic tribes this is because “Pidgin is central to the lives of many
Nigerians”. Segun Oyekunle's Katakata for Sofahead is perhaps “the first
play to be published entirely in Pidgin” and from character portrayal and
developments in the play one can see that both Hausa, Igbo and Yoruba
names are used. Apart from the problems faced by the prisoners in the play,
the central motif of the play is the comment on the ‘Nigeria wider society’,
Jangidi, one of the characters in the play reminds us, on the need to speak
Pidgin-English and to ensure that we are smart when confronted with
difficult situations:

JANGIDI: I don listen well-well to your dogon
turanchi and I don see with my kongba eye dem de play
play of your tory. After plenty plenty consider for your
case, I come find out say you no use brain at all for de
matter. If na hunger commot your sense for to plan,
after you do chop belleful frnis, you still no fit take read
play your way escape. (Oyekunle, 1983 :39-40).

“dogon turanchi” is English literal interpretation of big grammar,
“kongba” . a Yoruba metaphor which represents the extreme bigness of
one's eye. Here, there is already a merger of two Nigerian tribal languages
and this itselfis the essence of Pidgin-English.

Tunde Fatunde's No Food No Country is also in Oyekunle's pseudo-
English category and the ability of the majority of the Nigerian audience to
understand the Pidgin plays irrespective of where they come from also
serves as attractions to the theatre of multiculturalism., g

An addendum to be included also is the fact that some published play-
texts from playwrights like Wole Soyinka, Femi Osofisan, Olu Obafemi, J.
P. Clark, Bode Sowande and others interpret and re-interpret the national
themes with the intention of creating national unity. However, most of
these plays cannot be placed totally under multicultural theatre ontology
and this subtle criticism should be accepted for most of these plays have
one ethnic setting or the other, common ethnic songs, common ethnic
characters and so on. Of course, a play can lend itself to universal (most of
Soyinka's plays) interpretation in terms of content but multicultural theatre
often lends itselfto special assemblage oftribal elements to project national
themes.
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5.0 THE CROSS—CULTURAL CANON AND THE MOTIF OF
TRIBALIMAGES INTHE NIGERIAN THEATRE

Once a society changes, the theatre must change with the ethos of that
society to further cement, correct, build and reflectonthe necessary images
sthat make the change in that society inevitable. The failure of the theatre
and its practitioners to come to term with the sordid and even, progressive
change in the society leads to the irrelevance of the theatre and its
practitioners in that society.

Not wanting to be bulged down by the cerebral and yet epigrammatic
Marxist aesthetic dialectics about committed dramatists/theatre
performances and the non-committed dramatists/theatre performances,
Wwe can say, Very confidently thatall great theatres that stand the test of time
are the theatres that seek to defend societal ethos through many
experimental forms. Multicultural theatre is therefore a theatre that seeksto
face the current challenges of the Nigerian society. The challenges of
ethnicity/tribalism, religious intolerance and bigotry, multi-lingualism and
many other agents and elements of disunity.

In formulating & good multicultural theatre in Nigeria, the following
cross-cultural canon and tribal images must be considered:

A. Cross-cultural Image  of Tribal Music and Songs: any
cultural/theatrical performances of multicultural leaning should have in
them music and songs of at least three major othnic tribes. Ambitious
directors or playwrights should however create SONgs inat least one tribe in
the six geo-political zones. Familiar, common or folk songs of tribal
enclaves must be used while creating songs. This is with a view to eliciting
audience participation. A commop Igbo folk-song will be repeated by
people of that tribe in the auditorium and when the time comes for the
Yoruba and Hausa folk-songs, the Yorubas and Hausas too will
enthusiastically sing and a call and tesponse of the total theatre aesthetics
willevolve. i

b, The Motif of Traditional Tribal Instruments: Owing ‘to
inadequate artistic instruments, most Nigerian performances have lost the
attraction of tribal artistic flavour. Everything goes and any moderi drum
can be used to create “Tkolo” or “goje” tune. However, inthe multicultural
theatre, all traditional tribal instruments must be used to provide the real
and the much needed tune for musical accompaniment. 1f it is Yoruba's
“pembe?, “gangan’ of «dundun’” or Hausa's “g0je” or Igbo's “ikolo” that
are needed; they must be sourced forand used within the same performance’
motif.
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¢.. The Motif of Tribal 'Dances: Multicultural theatre js
incomplete without the swinging, mdving and rhythmic displays of tribal
dances which must go hand-in-hand With the concept or type of the dance
needed for the artistic experience. Choreographers of the multicultural
theatre must therefore understand nost of the dance patterns of the
numerous tribal dances in Nigeria. Thiey must know that within each of the
major tribe in Nigeria; there are numierous dances. The Yoruba have too
many dance types and forms and they' must know where, within that tribe
that the dance types and forms come from. 'Ege' dance is noted with the
Egbas, 'bata’ dance with Oyo/Osun anij that'Akoto' dance is from Badagry.
'Atilogwu' is from Eastern Nigeriay 'Mainono' dance is from Borno
Northern Nigeria. 'Swange' dance is from Tiv in Benue State, 'Owigiri'
dance from Rivers State; 'Egwu-C)dum' dance is from Imo State;
‘Ugho/Isapaide’ dance from Benin in Edo state; 'Koroso' dance is from
Baruten/Kaima axis of Kwara State ani{ so on.

d. The Image of Multilinguslism: The cultural mismanagement
of multilingualism under one nation can lead to conflicting opinions,
interests and demands. However, multilingual setting if well handled is an
adventure for linguistic virtuosity. Iy multicultural theatre, the various
languages: Hausa, Igbo, Yoruba, Efiki, Nupe, and so on must be infused
deliberately to serve as spice for petformance while English language
should be retained as the main language of communication. Second to this
is, Pidgin English. Pidgin English is spoken almost in all part of the
federation and barely educated Niglerians mostly use it for business
transactions, The experiment with Pidglin En glish in theatrical performance
has been laid to rest through Oyekunle land Fatonde's plays discussed under
the sub-heading of “Published play-texits that Project multicultural/Theatre
in Nigeria”. It can still be experimented!with.

e. The Image of Tribal Cos\tumes: almost all the major ethnic
groups in Nigeria have their unique mbde of dressings. Performers in the
multicultural theatre must therefore wear tribal costumes. How should an
Igbo king be costumed? What should the appearance of a Yoruba farmer
conjure? What are the best clothes for 'a Muslim Mallam from the North?
These tribal costumes are seen daily or! the Nigerian streets and they must
be visibly present and accepted as one if the tribal images for the Nigerian
multicultural theatre.

Tracie Chima. Utoh in her, articlle “Interpreting Nigeria Through
Costume and Make-up: An Analysis of (Dla Rotimi's'GRIP'AM!' and Tracie
Chima Utoh's Forest of Palmtrees ” observes that “ costume and make-up
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worh by an actor can affect audience perception of the character being
impersonated and can also enhance audience understanding of the actions
of a play” (Utoh, 2002:92). Victoria B. Lagwampa also in' “The ABU
Campus as Mini Nigeria in Terms of Dressing and How it Influences the
Style of Costume's in some ABU Studio Theatre Petformances”. She
concludes that “the composition of the people in Ahmadu Bello University
has made it possible for almost all ethnic groups in the country to be
represented ... All these are reflected on the stage in different productions
that the students engage in. In essence the fashion consciousness of a period
can very easily be discerned from play productions...” (Lagwampa,
2002:132). Tribal costumes represent the Nigerian various tribes' modes of
dressing and if the costumes are properly used, they will build up the
interlocking spectacle expected ina multicultural theatre.

F. TheImageof Tribal Props: Beads, bangles and neck accessories
are of numerous types and shape. Who wears what and why must therefore
be determined. All the known Hausa, 1gbo, Yoruba and other ethnic groups’
props must beused inthe theatricalisation of multiculturalism.

G. The Image of Tribal Character Portrayals: Acting is
performance and drama is re-enactment. People speak in different ways
and common experience has shown that the Yoruba man still retains his “ni
gba tf ni gba ti” manner of speaking, the Igbo, his “dem dem” and the Hausa
his common refrain, “walahi talahi”. The Hausa man speak fast and direct,
avoiding unnecessary innuendoes whereas the Yoruba man is somehow
slow, witty, funny, diplomatic and often communicates in metaphors. The
Igbo man stands between the Hausa and Yoruba man. We are not proposing
that stereotype characters should be created but common behavioural
tendencies noted of the Nigerian ethnic groups should form part of the
character portrayal and development of the multicultural performers. Of
course, characters in a multicultural theatre should also. bear their
cultural/ethnic names.

H. Cross-cultural Images as Themes for Dramatic Construction:
Playwrights who want to experiment with multicultural scripts in Nigeria
must ensure that the themes for their dramatic construction treat
contemporary Nigerian socio-political problems that cut across all the
major ethnic/cultural groups or reoccurring problems that deserve urgent
national attention. For example; unemployment, the scourge of AIDS,
environmental crises, religious intolerance and bigotry, corruption and
embezzlement, ethnic rivalry, social inequality, election rigging and other
themes that affect the people of Nigeria. These themes however should be
carefully chosen in conjunction with the outlined tribal images above, The
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style of amulticultura) seriptmust not be sacrificed because of the currency
of its contextual underpinning, The two must synchronize for effective
theatrical harmony,

6.0 THE CONCLUSION: THE NEED FOR A
MULTICULTURAL ACT

Multiculturalism is a re-definition of culture to accommodate other
divergent cultures. It is cultural integration in a nation with many sub-
cultures. Multiculturalism “... should be defined as a form of epistemic
cooperation across cultures? (Satya, 1997:xiii). Multicultural theatre is
therefore a theatre across cultures.

Multiculturalism as a conceptual framework is clearly needed in the
Nigerian public and. private lives. If clearly articulated, formulated and
implemented, multiculturalism will help to consolidate and allow us to
understand our unity which isa 'unity in diversity'. Although the lessons of
history have taught us not to draw analogous comparism while formulating
policies from one nation to the other, however, some people and nations
have related histories that policies of one nation can easily help the others to
effectively take off and for the people living in such countries to rediscover
themselves and accept the need to live happily with different people in the
same country.

It is therefore imperative to recall the process - that - Australian
multiculturalism and multicultural drama goes through before becoming a
state policy: 41
Multiculturalism and multicultural drama emerge as
recognizable. Australian entities in the 1970s. As
unofficial government policy, multiculturalism dates
to 1978 with the government's acceptance of the
Galbally. Report. into services and programmes_ for,
migrants to Australia; it became official in 1989 with
the acceptance of the National Agenda for
Multicultural Australia report (Tompkins, 2001:48).

Definitely, the proposal for the formulation of multiculturalism and
multicultural drama in Nigeria is a cultural reality which culture workers
and administrators, theatre workers, policy formulators and social analysts
must see to its actualization. ? 3 afigse

.. It is hereby suggested that the Nigerian government, culture workers
and administrators should promulgate.a law on multiculturalism, where
multicultural theatre among others, will become a state policy so that our
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unity can be strengthen and our federation guaranteed, sustained and
developed. This is the crux of this article which has been summarized into
six sub-headings.

The Heideggrerian « individuation philosophy” of “the assertion that
this world is also my world” (Olafson, 1995:134) is a subjective inclination
under multicultural policy, for, this world is ours should therefore become
the chorus. The vintage 'me' and 'I' must give room for the thesis of 'we' and
'us' where the 'impossible voices' will become possible voices and where
(apology to Frantz Fanon) “Black Skin, White Masks™ will become black
skin, black cultures. Multiculturalism and the dialectics of tribal images in
the Nigerian theatre is therefore aimed at the thorough understanding of the
Nigerian project where the Nigerian unity is second to none and as the train
of globalisation moves on, Nigeria and indeed Nigerians should remember
that multiculturalism is part of the “ongoing struggles against ... social
inequalities of all kinds.”

NOTE

1. More information about the various performances of the National
theatre through the National Troupe can be gotten from the various
Production programme notes of year 2001 to 2003 of the National Theatre
and the National Troupe respectively. The researcher relied on these
programme notes for a historical recall, of the National Troupe
performances.
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MULTICULTURALISM AND THE DIALECTICS
OF ETHNIC IMAGES IN THE NIGERIAN
THEATRE

BY
Rasheed Abiodun Musa

1.0 INTRODUCTION: SPEAKINGIN TONGUES

It is important to consider the crossfire below as a starting point on our
discourse on multiculturalism and the Nigerian theatre:
Dr. Nnamid Azkiwe: Let us forget our differences. ..
Ahmadu Bello: No, let us understand our differences.
1 am a Muslim and a northerner. You are a Christian
and an easterner. By understanding our differences,
we can build unity in our country (Paden, 1986:3).

And, in a moment, compare it with the frank statement of
dissatisfaction about Nigeria from Awolowo (1947:67) that, “Nigeria is not
a nation, it is a geographical expression...”. Nigeria, at present, is an
inherited British heritage, a nation of nations and a country populated by
various tongues.

The crossfire and the statement of dissatisfaction above from three
Nigerian foremost (although late) politicians serve as the anchor and
reference point for this paper. Nigeria is an unstable, multi-ethnic, multi-
religious and multi-lingual country which housed people of many tribes
and religions but dominated by three major ethnic groups.

Attempts to 'understand our differences' with the hope of forgetting
them is the essence of this paper which is rooted in multiculturalism and the
dialectics of tribal images in the Nigerian theatre. Multicultural
communication through theatricalization no doubt, can be effectively used
to promote national unity especially ina federal state like Nigeria.

The objectives of this paper among others also include the need:

a. To open up the already existing dialogue between culture and its

variables; culturalism, mono-culturalism, interculturalism,
multiculturalism, sub-cultural institutions and the theatre.

* Rasheed Abiodun Musa lectures in-the Department of the Performing Arts,
University of llorin, Ilorin, Nigeria
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b. The examination of the Nigerian image in relation to the topic
under discourse.
The need 1o review the past multicultural theatre in Nigeria
(published play-texts and performances).
d. The examination of the cross-cultural canon and the motif of tribal
images in the Nigerian theatre and,
¢. Theneed to propose multiculturalism as a policy and as a necessary
theatrical acsthetics.
All the above will be done through the deductive, exploratory and the
participatory methods of rescarch. This paper is another voice from a
"federalist’ who calls for the development of a national culture through the
theatre of multiculturalism in a federal state.

e

2.0 CONCEPTUALCLARIFICATIONS

The table below which we have humbly tagged; the seed of cultural
Pprogression necessarily summarises the major terms and concepts which
are inevitable in this paper:

CULTURE
1
CULTURALISM
1
MONO-CULTURALISM
d
INTERCULTURALISM
{
MULTICULTURALISM
j!

SUB-CULTURAL
INSTITUTIONS

THEATRE
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2.1 Culture

Culture is the chord of the society which binds man and the materials
under him together. 1t is the didactic attraction that celebrates social values,
ethical standard and norms of the people, the profundity of human esscnce.
Fortunately, culture is a means to an end and not an end in itself, a creation
of'the society in which the society itself relies on.

While we appreciate Williams (1963:311) reflective metaphor on
culture when he says that “culture is not only a body of intellectual and
imaginative work; it is also and essentially, a whole way of iife”, for the
purpose of this paper however, we accept the eclectic and the often repeated
and celebrated definition of culture by E. B. Taylor. Taylor sees culture as
that, “complex whole which includes knowledge, belief, art, moral, law,
custom and any other capabilities and habits acquired by man (or woman)
as a member of a society” (Taylor, 1872:18). The simplicity or complexity
of culture however lies in the psychological perception of man's acceptance
or rejection of his culture. This in itself is the ultimate difference which one
culture to the other engenders. Culture is man-made, but in turn, made man,
distinguishes him from others and it is NOT an ass to be kicked about.

2.2 Culturalism

The intellectual efforts of Mathew Arnold in Culture and Anarchy
(1869); T. A. Eliot in Notes Towards the Definition of Culture (1962), F. R.
Leavis in The:Common Pursuit (1962), F. R. Leavis and D. Thompson in
Culture and Environment (1960) and R. Williams in Culture and Society
(1963) must be appreciated towards the concept and phenomenon of
culturalism.

Some of these sociologists, writers and cultural anthropologists see
culturalism as 'cultural elitism', 'leavisism’, 'cultural materialism' and 'left
culturalism' a Marxist perspective on the roles of culture in the society. In
essence, culturalism denotes many things and it is; “that type of anti-
utilitarianism which became incorporated within a largely 'literary'
tradition of speculation about the relationship between culture and society”
(Milner, 1994:20).

Culturalism is an attempt to know more about the agents, institutions
and the interplay of culture in the society and while writing on 'the thesis of
culturalism', Florian Znaniecki concludes that “Culturalism should be
constructed on the ground of the implicit or explicit presuppositions
involved in reflections of cultural phenomena” (Znaniecki, 1983:15).
Znaniecki reflection is totally inclusive for this paper.
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23 Mono-culturalism

Mono-culturalism is the undiluted and undistorted unique culture
mostly found in homogenous societies. It is the culture of one people joined
together by common history, common identity, common language,
common vision, natural climate and common environmental variables.
Mono-culturalism has the aesthetic memory of oneness taking the cultic
and sacred forms to repel intruders and intruding agents. Mono-culturalism
is the extreme cultural obsession which will not give room for cultural
assimilation; a culture in the strictest observance of norms, values and
ethics.

Simpson and Weiner (1989:1015) see mono-culture as “an area in
which all the inhabitants share a common culture or way of life” whereas
the mono-culturist is “one who practice and advocates mono-culture” (Ibid:
1014).

24 Interculturalism

Ukala (2001:13) while examining the concept of interculturalism
through “The Experiment with Osofisan's Once Upon Four Robbers by the
Jawi Collective in England” observes that; “a great number of non-whites
acquired British citizenship, and, today a sizeable number of these and/or
their descendants have completely lost their roots and have essentially no
where else but Britian to call their home”. This displacement, natural or
man-made is a broken cord that gives room for cultural dislocation which in
itselfhas its own negative variables such as; dehumanization, racism and or,
racial discrimination and economic oppression.

Interculturalism seeks to cover the gap between people of two
cultures in the same country. However, interculturalism:

a. Can be cross-cultural. It can happen across border (a la
intercontinental cultural harmony).

b. Human colour, religion and tribe are great agents of
interculturalism.

c. The philosophy of equality of man, irrespective of birth, place
of origin and creed lies the essence of interculturalism.,

d. The need to share common experience, common vision, and

common aspirations often influence interculturalism.

Unlike culturalism and mono-culturalism, interculturalism shares two
visions in one and it “should be symbiotic rather than osmotic”. Under
interculturalism; “both source and target cultures must make fairly




