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THEATRICAL LANGUAGE IN FEMI OSOFISAN’S MANY COLOURS MAKE THE
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Abstract

In theatrical sphere, language helps in building the characters as well gives detailed information about
them. The language as stated here is verbal and non-verbal forms which are simply called thearical
language. Theatrical language is paramount and cogent in decoding the plot, actions and implicit and
explicit meanings or message of a play/drama. Theatrical language starts from the playwright's means
of expressing what the characters are and what they are expected to be during the development of the
plot and actions. Thus, this study explores the use of theatrical language is Osofisan’s Many Colours
Make the Thunder-King. Through the use of non-panicipant/textual anaiysis method, this paper deals
with the verbal and non-verbal languages as used by the playwright to convey his messages 10 his
readers. This paper therefore concludes that the theatrical languages as used by Osofisan are vehicles
through which plot is built, characters are developed, themes are conveyed, and spectacles are
showcased.

Keywords: Culture, Verbal Language, Non-verbal Language, Communication

Introduction levels, conventional levels and how dynamic
language could be human expression.
Language has been defined by several people to

mean a means through which messages are
conveyed. One of such definitions comes from
Sapir cited in Ogunsiji (2013) as ‘a purely
human and non-instinctive method of
communicating ideas, emotions and desires by
means of voluntarily produced symbols’.
Ogunsiji (2013) corroborates this by adding
that ‘language is a universal possession of
human beings and it is a major distinguishing
factor between man and lower order animals.
He furthers his analysis by giving how language
is being used to communicate in hierarchical

In order to communicate an idea, feelings,
view, opinion and thought, language could be
used via verbal and non-verbal means of
expression. This language of communication
must allow a general knowledge and cultural
knowledge between the two major actors in the
communication line. Thus, this unravels that
language posits general meaning and cultural
meaning. Nevertheless, it is aptly cogent that
the intended meaning of the message must align
with the understanding of such message by the
receiver if not. the feedback will be negative.
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As said earlier, the use of language in dxjamf'm.c
piece can be verbal or non—vcr.bal. While it Is
presented as the spoken text, it is also seen asb:
seript realized in performance. Language can

i f
spoken. chanted or sung. A crucial ?spcc’t( ﬁ
language is the writer's communicative skills

but presented bY the actor’s EXpressive snlall of
i to

voice. However, language in a play helps ;

t. to buttress the content an

strengthen the plo
contf)t(t of the play, 1 create and resolve

conflicts, and t0 preserve/create cultural
awareness. One needs to nc?tc that t-Tthc
distinguishing factor of African.lncramrc orx:i
other.literaturcs in the world is tk'xc use ‘an

uniqueness of cultural language/wise saym(g;
which include proverbs. folk tales, poe :
verses, and riddles amongst ot'm?rs. All cheaie ard
also carried out and divided Into verb a.ne
non-verbal languages. While verbal lax:nguag

includes monologuc, dialogue, soyloquyé
proverb, poetic  Verses. songs, mus"c ar;
non-verbal language also include

o =, silence, and

costumes, Props, light, gesmur
movement.

« Osofisan’s Many Colours

Make the Thunder-King: chi‘Osc?ﬁsa‘n is oncf
of the leading playwrights in Nigeria, pxs use :n
theatrical language helps to create 2 literary o
that is communicative amongst "
readers/andiences. Osofisan uses po;nc ver.s .
proverbs and songs © explore sah?m pomts,f
create mood and to present the nchnes.:b o
African Yoruba culture 0 tht’: play,. ;\w;
interesting thing about Osofisan’s play is i

i ces whereby he is able t0
use of binary languag P

oscillate  berween vernacular an s
languages. Akinwotu (2909) as§ens al e
fanguage is used crezmvelyl. it bf:gorrigt "
obj::ct of beauty. The crcauv'c originall )t'ud\,
Osofisan’s theatrical language 1S what the s ;5
deals with in order 10 sce such languagc‘s

avenues of aesthetics in Yoruba cultural vajues.

Verbal Language i

Poetic Verse: AS far back as Greek drama.

N -
poetic verses have been 1 e.\xstelnce‘ This 1S
which the writer develops

means through ' ! 4
cogent CXpressions pleasing t© his readers. Su

GJSH (2016)- Vol. 2(1): pp 209-216

ISSN:2489-0049
-

e

words are arranged in ways that are easily
followed to probe the depth of human r.hougl.xg
emotions, and empathy of the readers. While
these words are pleasing to the ear's. they must
be simple, sclfcontained and strmght-forv_vard
because such appeal to the five scnses (sight,
sound, touch, tastc and smell) .For exampl?,
Osoﬁéan as a writer develops this Qn’ough his
use of free verse. Free verse deals with an open
form of poetry that does not use consxst.em
meter parterns, rhymes or any other musical
pettern. This tends t0 follm'v tht.‘. rhythm cff
natural speech which is visible in Gbonka's
lines below as he praises Alagemo:

Gbonka: Alagemo, you're not of this world,

You were here before our ancestors,

You were here at the foundation of the world

Your roots go deep.

It was you, who originally gave thought t0

colours,

Before dispensing them O the world,

. . i
Nothing we add can increase your Wordl

nothing

We subtract can Giminish your grandeur. - -
(Osofisan 1999)

While the poetic verse deals with sounds of the

words, the meaning of the words, ::di
arrangement of the words, images of thf \: .
are visible in such lines 2s they bring oy
emotions and thoughts of characters osvaya
For cxample. the imagery crcat{:d ;5 .
through her lines evokes mentlal "mi s;tiou.
only of visual sense. but of emotional }s‘e e
Such creates the mood and tone of : P

that particular time. In Oya’s own words:

i ith me.
Ova: He's always with her. but not W

. -ces,
He has abundant tim¢ for her capric

i housﬂﬂd
But when 1 demand attention. hehasat

excuses!
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I’ve seen the secret looks they exchange,

The unspoken messages which pass between
them.

I've seen the way they touch each other, even
4CTOSS @ room,

With message of tenderness!
He used to be mine. All these looks were mine!
All these tender touches were mine, mine!

And now he’s going to take a third wife!

lam Oya!
I'am no longer going to wait for him!
If he will not cultivate his field, then I will find

Somecone else to do it for him! (p.46)

Oya’s words show abandonment, loneliness,
barrenness, pity. unfulfillment. betrayal,
bitterness amongst other things. Overall mood
of this verse itself creates a pervading
atmosphere intended to influence the reader’s
emotional response.

Proverbs: Proverbial expressions and wise
sayings are used to inseruct, teach and correct
societal ills. Such are languages of the aged in
the African society. Lindfors (1973)
appreciation of African writers and their use of
folklore material in their work reveal how

dynamic African writers can be. He expresses
that:

Not every African writer yielded so
completely to foreign or indigenous literary
influcnce. Some tried to combine the two
traditions artistically, welding European form to
African matter so skillfully that no one could
tell without careful inspection precisely how or
Wwhere they had been joined. These were writers
Who began to contribute something new to
world literature. for they were forgoing genuine

211

links between the two disparate cultures
Africans had inherited, one by birth, the other
by education.

The question at this point is how has Osofisan
uscs proverbs 1o communicate with his readers?
Like any other African society, the use of
proverbs amongst the Yoruba people is to
embellish and support arguments during
dialogue, conversation and other oratory
communication. Osofisan’s use of proverb is

profound, intelligent and exciting. For example,

Alagemo’s artitude when he is supposed to be

grateful for the chieftaincy title bestowed on

him is questioned with a proverb that:

Alagemo: A forest rat we are told, does not just
run into the open in the afternoon, unless
something is chasing it! I ask you then, Gbonka,
what’s the matter? (p.36)

Alagemo’s questioning of Gbonka falls in line
with Asika quoted in Umeasiegbu (1986)
observation that proverbs have become a tool
which Affrican writers use to justify the actions
of characters, criticize bad ethical and immoral
behaviours. Through the use of proverbs,
African writers try to express the wealth of
philosophy. wisdom, and perception of life as
they affect and contol their communities.
Alagemo, doubles as Igunnun, the story teller,
uses most of the proverbs and wisc sayings as a
character that is from the ancestors, all-
knowing and intclligent in the play. Some of the
proverbs in the play include; ‘the child,
however tall, does not become a man, until he
has grown to become the father of his father!”
(p.16), ‘when an elephant walks by, does one
still ask- is that a passing breeze?’ (p.17)

Songs: Songs reveals mood in the play. While
songs create bonding cffect, it also underscores
emotional significant moment to gain audience
attention. Although, there are limited songs
written in the play, yer the presence of songs
cannot be done away with as these give more
interpretation to the dramatic piece. In Many
Colours Make the Thunder King. songs are not

L




Oludolapo and Qasim,

- Theatrical language

a the text but the playwright

iti i ongs as
creates opportunities of using as many § 155 .
possible Unlike Osofisan’s usual sty >

A Ol g
writing songs out 11 his works, the play u(mgs
= - .

analysis is not so, rather, signals where song

are to be used. For cxample,

written down 1

[gunnun: . - - Shango Olukoso mi!

Why do people sing-

(He signals the drummer to join
him.)

““q feni ti kogila kolu,

A feni Shango Jepa.

Lo le ko I'Eshu. lo le ko lu Shango.

A feni Eshu fe pa”’ (pp.17-8)

: "
This rendition could either be sung 07 cha':'u';eﬂC
it depends on the director’s interprert‘xon o :
o lay on stage- Also. this is notce

ing this : ! ‘
e : d Shango’s Visit t0 Qya’s place

in Alagemo an :
to ask for her hand in marriage.

— s of

ina. All kinds of species
st ce in and join the
evidently the birds’
At his signal, the

They play ;
singing birds begin to dan
song. A giant Alapandede.,
king, walks in with his retinue.
smusic stops. (p-31)

While Osofisan ~ USES these ssmf:;g
opportunities 0 create mood and 'ain;jps t(;
such also serves as i.uterludf: whic! S
change scenes. However, whxle. song:s' rr:_ ey
cnter;aining, exciting, and snml.\.la-tn::.to .
important 1 note that when deciding o
music/song to 2 play. one should const

function else it loses its main focus.

on-verbal codes: I their study of

sl Ruesch, 2 psychiatrist

non-verbal codes. Jurgen .
and Weldon Kees. 2 film producer sulzrrzl :
three classifications of non-verbal codcs. Y

i object
are sign language. action language and obj

language. Reusch an
(2003) explain that:

| GJSH (2016). Vol. 2(1): pp 209216

d Kees cited in Aina

ISSN:2489-0044

age: This involves the deliberate use
as replacement for words, numbers
and puncruation signs. Sor.ne of these gssm:e:
take place of verbal signs‘ since they can be |.1'seSt
by people who speak dd-’fcr?m languages ju
like pictographic symbolization that cut across
verbal language DarTiers.

Sign Langu
of gestures

Action Language: This explains all movemen;
that communicates even WhEI'l they §re ‘not use
as signals. Such acts as walking, drinking ti;ve
dua\hfunction because, on the oneé hand, Ihcy
serve personal needs and, on the other, e;);
constitute statements O those who qay'pe:c
them. Action language is the principal way
through which emotions are expressed.

This comprises all
intentional and non-intentional display. of
material things such as implements, n_zaclmgit:;
art objects. architectural structure, ¢ un i:
human body and the clothes or covers O de;
Objects and bujldings often serve as 2 rem:l:e :
of 'rhe past, while tools and weapons mts -
possible for us 1 reconstruct evVen

prehistoric times.

Object  Language:

To this end, we can sum Up that the meaili'l:hai
elements such as COSTUMES. props, Siage, e,—; .
and make-up even the actions of perffaﬁrmaﬁon&
a *hearrical process fit into these cla.ss;’ncwmfwrl
Qbviously, 2 critical and careful of r;crmmce
and  digestion of these .pe c:, e
embellishments curm signiﬁer's will uny i
the functdons they serve th.nve beyc;z[ms =
embellishments 0T aesthetics but s
visual communication. Each of thes: .
passes a lot of non-verbal message:

production.

n Many Coloqr§ Make the

o ; ,
Non-verbal codes i i e sofsan A

Thunder-King: In his 2sses i
plays, Efakpaonana (2009. p-90) aff;n:::tum&
“lil‘;e Sofola, Osofisan gives details O ;

- with this
3 . with
props. light and scenery in the te:ih " Osofisn
e vious ]
observation. It becomes 0D non-verbd

0
undefstands  the -powcr alon
communication in
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communication process. Admittedly, costume.
light, props, scenery, and make-up are visual
means of communication in the theatre, which
means their usage is vital in shaping the
communication towards casy decoding of the
inherent message by the audicnce. To this end,
let us interrogate the use of some identified
nonverbal codes in Many Colours Muke the
Thunder King.

Costume: Costume is a means of identity. It
defines a person, his culture, status, age. sex to
mention a few. Costume gives meaning to the
characters. it delivers an instant visual message
about the personality of the characters, their
status, socially and otherwise. Odule (2013)
also adds that an actor’s costume must
communicate the status of the character. It also
aids the audience understanding of the
relationship between characters in a play/drama
(Oklobia and Bakare, 2009, pp. 105-6).
Therefore, it is impossible to relegate costume
in communicating and understanding a play.
Meanwhile, different types of costumes have
been identified. These are day to day costume,
special costume, symbolic costume and others.
Each of thesc classifications of costume has
their visual meaning. Day to day costume is
normal clothing worn by people for their daily
activities depending on their status, age, and
sex. Special costume refers to costume used to
portray abstract or inanimate characters while
symbolic costume signifies dresses that are
rclated to a job. religion, class, ctc. In Many
Colours Make the Thunder-King, Osofisan
emphasises on day to day costume, special
costume and symbolic costume. He uses
costume to communicate different messages
about the characters, happenings and adding
necessary acsthetics into the content and
context of the play. In the casc of special
costume. Osofisan creates different characters
like animals, fruits. crops and spirits whose
roles are very germane in the play. Characters
such as Alapandede. Turtle. Ants. Birds. Aroni
and Oya’s artendants who are aquatic fishes are
used in building the story. Each of these
characters arc expected to be identificd by their

213

costumes because they project different
speaking roles in the play. Osofisan also use
costume to portray the character of Osun’s
retinue such as guavas, bananas, yam, tree.
flower, corn. mangocs. This is because all these
characters are expected to be played by human.
Osofisan gives details of their look in the stage
directions or instructions.

All kinds of species of singing birds begin to
dance in join the song. A giant bird Alapandede,
evidently the Birds' King, walks in with his
retinue (p.31).

Enter Aroni, the one-legged King of the forest,
followed by his daughter, the princess Osun,
along with some tree attendants (p.33).

Increasingly, symbolic and day to day costumes
are weaved in the portrayal of some characters
in the play. Osofisan give a detail information o
the costume of Osun, Sango, and Oya who arz
Symbolic in the Yoruba world view of gods and
goddess. Osofisan explains their costume in
consonance with their status in their society. 4
second flash lighting reveals Sango, on top of
hill, sitting on horseback, flanked by Gbonka
and Timi. They are all in wardress and Sango
has on a small crown of cowries and eagle
feather (p.14). Shango’s wardress, crown and
eagle feather as womn by Sango signifies he is a
warrior ad King who is powerful and spiritual.
Emascalu (2010) confirms that “the use of the
feathers of the cagle and the parrot is informed
by the symbolic essence of these birds in Benin
belief system as birds of strength and spiritual
force respectively”.

Props: Properties often refer to as props in the
theatrical domain arc cssential non-verbal
mcans of communicating the message inherent
in a play. Props can be animate or inanimate.
This is because some living things such as goat.
hen. horse can be used to enhance an action in
a play. Likewise inanimate objects like sword,
cutlass. basket, pot, calabash, broom and so on
can complement an action as well. Mostly,
props arc well expressed in play performance.
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Osofisan uses props to pass across different
messages to the readers. In the play under
examination, Osofisan weaves props such as
water, Iroko tree, Odon tree, horse, sword, coat,
iron, divination stones, honcy pot ctc to reveal
the cultural sctting. personality as well as social
starus of the characters in the content and
context of the play. Iroko and Odan tree are
prominent scared trees in the Yoruba
cosmology. Merely hearing the name, Odon
and iroko, one would concur that both are
Yoruba mﬁes. However, the cultural serting is
manifested where both are used for spiritual
purposes. While Iroko is regarded as the biggest
and largest tree in the forest. Odon is a tree

nobody can climb.

fgunnun: in that case. go to the sacred Odon
mee. Ask her fruit and pluck it!

Shango: the sacred Odon-what are vou saying,
dance? Who. from time immemorial was ever
climbed the tree. let alone plucked her fruit.

(p.20)

After this conversation. the Iroko tree turned to
Odon tree. As a result. Sango and his retinue
make attempts to pluck the fruit. Meanwhile
none of them could climb the tree hence Shango
however brings out his sword to attack the tree
thus Alagemo cmerges from the falling fruit.
Sword is also uscd to project the identity of the
characters in the play.

Light: Light in the theatre is more. than
illumination and aesthetics. It communicates
nonverbally in a play production. It is used 10
project mood period, time as well as conceal
and reveal an action. Mcanwhile, Osofisan does
not place much emphasis on theatrical or stage
lighting cxcept to announce the start and cnd of
sc;encs in the play. Consequently, Osoﬁsﬁn
makes a creative starement with lighting in

character portrayal which gives implicit
mezning to the happening in the play.
is onc the signs

Apparcntly.  lightning ,
showcasing Shango’s power in Yoruba belief.
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As a marter of fact, anytime rain is about falling
and a flash of lighting occurs, it is believed that
Shango Olukoso is confirming his presence
especially when rolls of thunder follow suit. [n
the play, Osofisan weaves the character of
Shango with lighting which therefore speaks a
volume about the respect he commands
amongst’ the people when lighting occurs to
pronounce his appearance.

A sudden flash of lighting, followed by a roll of
thunder, the day darkens aimost immediarely as
the crowd scampers for shelter from the
expected rain. A second flash of lighting reveals
Shango by the crowd notices and raise a chant
of Shango o! Baba Olukoso! The peaple
artitude is of awe and fear. Thev flatten
themselves o the ground in greering and Igunun
goes on one knee, Shango stop some distance
away from him. He is evidently agitated. (p.14)

The stage instruction gives detail information
about the mood and expression of the crowd
when Shango appears and after he emerges
which is a dramatic imitation of true life moods
and expressions when such occurrence prevails
among his devotes. Even non adherents take 10
cover on hearing scary rolls of thunder.

Osofisan makes important communication in
using lighting to symbolize the end of Shango
in the play. Ironically, the same lightning is
uscd to announce his appearance. He showcases
that fire burns Shango, god of thunder and
lightning in Yoruba cosmology. The explosion
does not only affect him but Osun. Osofisan
captures thus:

In the palace. devastared by fire.
Shango stagger in, himself partially
burnt. and discovers the charred
hody of Osun.

Shango: Osun. my wifc! Ah! What a cruel
jokes the god play on us! All [ wanted to be
gredter than my father! But sce! I've lost my
[-vrccxous wifc. and my dearcst fricnds! |'ve lost
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my throne. And the town behind us reduced to
cinders by lighting.

As a result of this incident, Shango commits
suicide by hanging himsclf in one of the burnt
branches of his wife Osun, a princess of the
forest king Aroni. However Shango in the
African mythology never died through such
incident. This makes the play more of aristic
truth rather than historical truth. Probably. this
prompts Awodiya- (1995) observation that
Osofisan ‘interpretes Yoruba mythoiogy to suit
his revolutionary philosophy of the forces to
change over reactionary forces’.

Gesture: Any movement involving the whole
body or part of it in passing across a message in
a communication process such as conversation
is regarded as gesture. As far as an individual is
communicating with his/her body without or
with words it is means such individual is
gesticulating. Aina (2003, p.101) states that
“gestures are movement of the body or limbs to
express an idea or mood or to enforce an
argument”. Obviously, gestures is a form of
kinesics which a study of bodily movement
including facial expressions and postures
(Pearson. 2003, p. 108). Gestures are used to
repeat, emphasise, compliment and substitute
words. For instance, if someone want to answer
question he or she may talk as well as point
finger up to seck artention. Doing this makes
him use gesture to compliment what is said.
That is why there are two types of gesture,
operating and cooperating gesture. The former
is independent in passing a message to someone
while the latter is dependent on the verbal word.
In the first case. gesture is used as a substitute
for word while it serve as compliment, repeat
and emphasise in the other situation.

,
Osofisan in stage directions informs of different
gestures from the characters in the play. Their
gestures are dictated by the situation and mood
of the character at a particular time. Gestures
such as touching. shaking of heads, nodding.
closing of eves, kneeling. holding. and so on arc
explored in the play. These gestures arc used to
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express different actions or feelings of the
people. To buttress this, point, let us use the
crowd’s reaction to Igunnun's questions.

Igunnun: my friends, but the answer is very
simple: if a man dares. and marrios 2 river, then
he must also bring in a forest on her co-wife.

Exclamation  again, reveling  the
mysterious answer some complaining, some
shaking their heads in bafflement (p.12).

some

Also, characters in the play use gestures to give

" respect to a superior. At the sight of Shango ‘the

people flatten themselves on the ground in
greeting, and Igunnun goes on kneel, Shango
stops some distance away from him” ( p.14). All
these gesturcs as Osofisan incorporates them in
the play means, he is giving a mental picture of
the situation to the audience. Hence. if we want
to read another meaning to it, we may say
Osofisan assumes the role of a director in
writing the play.

Apart from the aforementioned gestures,
Osofisan explores sign language immensely in
the play. Different major characters adopt sign
language in terms of signais to communicate
different important actions in the play.
Although Osofisan never discloses whether the
gestures are performed with the hand or leg,
perhaps any other of the body but it appears that
most of thesc ‘signals’ when carefully
examined are communicated via the hands.
Osofisan writes among others:

Alagemo signals to Shango 1o plav. 4s he does,
their clothes change to the same colour as the
princess’s. {p.23)

All kind of species of singing birds begin to
dance in and join the song. A giant Alupandede.

evidently the birds’ king. waiks with his retinue.
At his signal, the music xiops .30

Conclusion

Language in this study is scen as an instrument
of thought which writers employ to sustain their
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creative ambitions. To narrow it down to
playwriting domain, verbal and non-verbal
communication is incorporated in this art to
show imaginative, innovative and interpersonal
contexts. Admittedly. while verbal language

‘1""\< in the c-v-rw-hnc rhrmmk_ the dmlnm|c< of |

the characters. non-verbal language arc
communication devoid of words that are
communicative through gestures. spectacles
and movements. In a performance script.
though different methods or styles are used in
writing play but any playwright that has good
theatrical background will always writc plays
that acknowledges adequate stage instructions
and communicative diaiogues. This paper
concludes that while verbal communication is
important in the building of characters, the non-
verbal language is also crucial © add aesthetic
values to the play. All these give the readers
clues of the actions. inhcrent message and a
mental picture of the sctting embedded in the

play.
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Abstract

Cashless economy is an economy where transaction could be done without necessarily carrying physical
cash' as a means of exchange. but rather with the use of credit or debit card pavr:;ent for good's and
services. C_ashlcss policy as a new cash strategy introduced by the Central Bank of Nigeria (CBN) aimed
at promoting the use of elecrronic payment channels instead of cash. The scope of this study is to
c\falugre impact of cashless policy on the efficiency of automated teller machine (ATM) in First Bank
Nigeria limited. The paper cmployed the usc of case study design for this study. Chi-square, frequency
mblci and pereentages were adopted for the analysis of data for the study. The Chi-square .(xz) tested
qf 2._32 <599 tapulated value. Thus./implying that the hypothesis tested has showed that there is no
SJEmﬁcance';elat'xonsixip betwecn cashless policy and efficiency of automated teller machine (ATM) in
First Bapk Nigeria Ltd. This study conciuded that inadequate infrastructures and non-provision of fraud
preventions, corruptions, lack of awareness and also shortage of qualified manpower are some of the
militating factors envisaging the development of the policy in Nigeria. We recommended that the
Ceqtml Bank of Nigen'a (CBN) and deposit money banks should create awareness on the benefits
derivable from shifting to cashless society for the improvement of businesses and financial prudence.

Keywords: Cash-less policy, Money deposit Banks, and Central Bank of Nigeria

reasons. namely; to drive development and
modernization of our payment system in line
with Nigeria's vision 20: 2020 goal of being

Introduction

Cashless  cconomy is a system where

transaction is done without necessarily carrying
physical cash as a means of exchange or
transaction. but rather with the use of credit or
debit card payment for goods and services
(Omotunde er al.. 2013). The cashless economy
policy initiative of the Central Bank of Nigeria
(CBN) is a move to improve the financial
lcrrgin. but the long run sustainability of the
policy will be a function of cndorsement and
compliance by cnd-uscrs. The new cashlcss
policy was introduced for a number of kev

amongst ‘the top 20 economies by the year
20:2020. An cfficicnt and modern payment
system is positively corrclated with cconomic
development. and is a prime mover for
economic growth. Cashless policy reduces the
cost of banking services (including cost of
credit) and  drive financial inclusion by
providing morc efficient transaction options
ind greater risk (Central Bank of Nigeria,
2012).
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