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never willingly abandon power, ... whilst the First Republic did not
understand the military, the Second Republic feared it (Ojukwu,
1989:9)

If the Second Republic 'feared' the military, the Third Republic
played into its hand through an endless transition which made our
'Honourable Senators' to demand for the continuation in office of
a blue eye Machiavellian General. In the present republic, the
political class is currently taming the military, an action which is
generating uproar within the top military class itself.

Perhaps, Claude Ake's excellent comparison of military and
democracy is imperative here to drive home the socio-political
and structural differences between the two systems of
government. He affirms that:

The military and democracy are in dialectical opposition. The
military is a taut chain of command; democracy is a benign
anarchy of diversity. Democracy presupposes human sociability;
the military presupposes its total absence, the inhuman extremity
of killing the opposition. The military demands submission,
democracy enjoins participation; one is a tcol of violence; the
other a means of consensus building for peaceful co-existence
(Ake, 1995:34)

Democracy no doubt is the best form of government and the
crucial question here is that; how do we educate and re-orientate
the Nigerian military men to abide by the tenets of democracy and
thus remove all the militating factors to democratization in
Nigeria? This question leads to the critical aspect of this work; and
the answer is that we need the theatre in the Nigerian military
barracks because:

...the dramatist cannot afford to be indifferent to the on-going

contest for power and the choice of source of power which has

been one of the major causes of political impasse... (Anyebe,

1998:2)
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The theatre is a strong medium of communication and while
the audience are laughing to some extra-ordinary comical
displays, there are lessons to learn from such humorous
enactment. When the audience are also psychologically gripped
by the sudden and dramatic fall of a hero, they are consciously
identifying with the tragic fall of that hero. The theatre is therefore
an instrument that can be used to educate and reorientate the
lords of the gun about the supremacy of the power of the ballots.

War, in spite of its destructive weapon, is unfortunately part of
the social process. The artist, who is a historian most certainly
plays an active role in the theatre of war. As a chronicler, he records
and dramatises past military events and as a partaker who is often
fired by patriotic zeal, he sings, dances and acts for soldiers who
are ready to lay down their lives. To the wounded in the battlefield,
his therapeutic theatre most certainly energizes them and makes
them to react to treatment fast. The artist shares in a soldier's
sorrow, griefs with him and celebrates more abundantly, if victory
isrecorded.

Flowing from the above scenario, documents have shown that
military theatre is pre-historic. Military theatre develops as a result
of war.and the history ofhuman race starts with uncountable wars
fought and won fought and lost and still being fought with heavy
modern weapons.

Novels and poems have thus been used by Western writers to
capture the horror of war and the impregnable power of some
forces. The exploit of the Greek warriors during the ascendancy of
the Greek Empire and the rise to fame of the Roman Empire, the
Russian Revolution of 1917 and the French Revolution have also
become archival materials produced in films. However, our
concern in this work is on the military theatre and the activities of
the dramatists in shaping its aesthetics.

Majority of William Shakespeare's plays celebrate military
theatre and warfare through the unrelenting efforts of individual
heroes and the direct connivance of the gods and witches. Plays
such as; Hamlet, Julius Ceasar, King Lear, Othello, King Henry VI
(part 1, 2 and 3), King Henry IV (part 1 and 2), King Henry V and
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many more are graphic accounts of the politico-military plays that
literally shaped military theatre in performance.

Beyond Shakespearean and other Western dramatists (Bertolt
Brecht, Harold Pinter, Samuel Beckelt, Benard Shaw, Moliere,
Sophocles, Aeschyllus, Euripides and so on) efforts at creative
writing and practical dramatization of military theatre in the first
and second world wars led to the creation of military theatre wings.

In the United States of America for instance, the American
Theatre Wing during World War Il was 'created shortly after the
German invasion of Poland and the outbreak of the war'. The
American Theatre wing during the second world was peopled and
housed by professional theatre workers who were fired by:

Patriotic effort to assist the nation's mobilization campaign
during the second world war. The wing sponsored highly
successful War Bond drives generaling millions of dollars for the
nation's war chest, and a speakers' bureau that brought war-
related educational and inspirational programs to civic, religious,
charitable, and business organizations of all types1.

The main aims of the American Theatre Wing during World
War Ilinclude:

The need to educate and orientate the Americans about the
war at hand and its inevitability.

To serve as a source of revenue generating body. The Wing
collected and donated 81,000 dollars to the British organization
and organized clothing drives and sewing circles to aid European
refugees2.

Through its popular Lunchtime Follies, the Wing exposed
many blue collar workers to the enjoyment of live dramatic
entertainment and have the advantage of helping to expand the
potential Broadway audience.

The American Theatre Wing during World War Il got its power
to operate and perform from the United States Department of
Labor, War Production Board and the National Security Agency.
For serious security reasons, the permission to perform often came
from the government itself. This is with a view to preventing spies
and saboteurs. Occasionally:
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Permission for Follies performances at these high security
locations had to come directly from government. Performers
frequently had factory police escorts to and fro and from the front
gates, and were required by law to wear large identification badges
showing that they were approved guests. In some venues, security
regulations were so strict IDS had to be worn on stage.

The Lunchtime Follies through the American Theatre Wing
during the Second World War “was a series of brief, variety-show
structured amusements presented in American factories and
shipyards. The Follies featured Broadway actors, singers, dancers,
nightclub and vaudeville comedians and musicians”.

To finance its programmes, the American Theatre Wing “relied
on the cooperation and support of several non-theatrical
organizations”. Apart from this, established American playwrights
and song writers “generously donated most sketches and songs
written specifically for the programme without regard for royalties
or copyright” and this in itself, is the peak of patriotism from the
American dramatists who put the nation above self.

Dean (1958) through his book, The Theatre at War also
recalled that the British Entertainments National Service
Association (ENSA) served as the theatre wing of the British
people during the Second World War. Unlike the American
Theatre Wing during the second world war, ENSA faced the
difficulty of securing permissions from the military, government
and business leaders”. However and through” “a process of trial
and error”, ENSA succeeded and ENSA:

Was a series of mealtime entertainments presented to defense
plant workers, and operated under the coined name of
“ENSAtainments” ...a performance format was developed that
included singers, comedians, pianists and military band. At its
peak the British factory entertainment program had up to 200
small performance troupes visiting ordinance plants, factories,
and labor union halls in locations all across the island nation.

This home front theatre during war “provided a needed
diversion from the pressures of war time production, and
measurably increased the productivity of the workers”.
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Replying the Ijaye people and Are Kurunmi, the Ibadan were
also singing and dancing that “Palm cutters of ljaye do not venture
to Ika/the lord of the forests divides it in two”.

Balogun Ibikunle, the Baale and leader of Ibadan army too
had a special Bard who used to sing for him and when Ibikunle
stepped out of the town to start a war which he was forced and
blackmailed to fight (the ljaye war) the following 'pathetic strains'
became a strong tonic of warning for those who made the
inevitability of the war impossible:

My master is going to the field of the heartless ah! ha! ha me!

Where the parent of two will be left with but one

Where the parent of one will be left all forlorn

Let him whose mother forbids him to come return from

following my lord,

Let him whose father forbids him to come return from

following my lord

The Lion of the Master camps

Let him whose betrothed is of age to be wed return from

following my lord

The Lion of the Master of camps (Ibid, 335-6)

Atthe war front also, the various opposing camps had different
means of announcing the commencement of hostility. For
example, the Ibadan warriors were reputed for their famous tune
which they tagged 'war march': “Kiriniun Onibudo Kiriniun
Onibudo” or the second battle cry:

Afoke afiigbo

Ko senitioleduro

But hills, but the woods

‘There's no one to withstand me (Ibid., 348)

When the war became hot, drummers, singers and praise-
singers often stayed behind to drum, sing and praise the war
leaders with the hope of ensuring that they lost no ground.

The ljaye war's military theatre above is just one of the
numerous traditional theatre forms which build up the theatrical
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The Nigerian theatre has also shared in the promotion of
military theatre. During the pre-colonial period, majority of the
empires, nations and ethnic groups were involved in expansionist
wars. The traditional theatre thus served as tonic or energizer to
the local soldiers and warriors as they fought for fame and honor.
For example, throughout the eighteenth and nineteenth
centuries, the Yoruba people fought themselves fiercely through
inter-tribal wars. Are Kurunmi who was a strong and fearless
generalissimo of Yoruba was reputed to be a lover of song and
music. He was also a great dancer. Shortly before the
commencement of the ljaye war, Kurunmi amused himself and
sang a parable that represented the outcome of the war:
Ataopoloniipa, osunikaka,
Gbogbo wa nivio ku bere

Afrogis kicked and lies on its back,
We shall all die by myriads (Johnson, 1921:333).

While Kurunmi was amusing himself with the above 'parabolic
song, his own people were busy singing against the Ibadan and
Alaafin Adelu:

Ibadan a ko gba Ajele

Orogun liawa ise

Ibadan we can accept no Resident,
Forrivals are we

L'aiye Onalu li aro okan le okan
L'aiye Kurunmiliaro'gbaro'gba,
L'aiye Adelu niipele diitele idi

In Onalu's time we used to change dress
In Kurunmi's time we used cloths of the finest weavmg
In Adelu's time our best becomes our every day's (Ibid, 333-4).
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aesthetics of military thealre. Many more examples can be found
in the expansionist quests of the Dan Fodio's Jihad and others
from the middle belt especially during the pre-colonial period.

The Nigerian/Biafran civil war also led to the practical
development of the military theatre in modern warfare. Emeana's
“Theatre, Propaganda and War: The Biafran Armed Forces
Theatre Experience” documented the formation and modus
operandi, the performances of the Biafran troupe, the structure of
the performance, the role of music in the performance, funding of
the troupe, problems encountered by the troupe and the general
impact of the performances. Although a one-sided account which
ignored the Federal forces theatrical/propagandist approach yet,
Emeana (2005: 489) concludes that:

The performances boosted the morale of the fighting soldiers.

It is believed that whenever the Biafran soldiers wanted to

abandon the war front, these performances reminded them of

the need to fight to the end. One of the performances which

proved this was at Ejemekuru near Oguta. After a

performance, a soldier got up and asked his fellow soldier

“would you like Nigerians to defeat Biafra?” The Soldiers

chorused “No”. This response showed that they became more

inspired to fight on, in spite of their inminent defeat. ..

At the literary scene, foremost Nigerian dramatists Wole
Soyinka, Late Ola Rotimi, Wale Ogunyemi, Sonny Oti, Zulu
Sofola Femi Osofisan, lyoruwuese Hagher and many more have
invented and created classics that condemned and celebrated the
evils of war, the anti-people military incursion into the Nigetian
politics and so on. Plays such as, Kongi's Harvest, Madmen and
specialists, A Play of Giants, From Zia, With Love and recently,
King Baabu from the Soyinkaerian repertory creatively
condemned and exposed the obnoxious and corrupt practices of
military leaders. Ola Rotimi's Kurunmi shared from ljaye war
experience narrated in this sub-heading, it is a play of military war.
So also are Rotimi's other plays such as; Ovonramwen N'ogbaisi,
The Gods are Not to Blame, Our Husband has Gone Mad Again,
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3. THE ARTISTIC DIRECTOR: A CONSTANT

CREATIVE ADVENTURER

Directing as an art of the theatre is essentially the coordination
of material and manpower resources in the theatre towards
performance enactment and re-enactment. Directing however
requires constant creative adventures on the part of the artistic
director who engages in the art of play directing.

The functions of the artistic director are multi-dimensional in
the theatre. Director's functions too change as plays evolved.
However, the artistic director's functions include:

1. Selecting or approving the play (including work with a

playwright on an original script).

2. Interpreting the play.

3. Approving and coordinating the designs (scenery,

costumes, lighting, sound).

4. Lasting and coaching actors.

5. Staging (including “blocking”, orchestrating voices,
setting, tempos and so on).

Planning and coordinating the rehearsals.

Scheduling and conducting the rehearsal.

Serving as liaison among all members of the production
team (Cameron and Gillespies, 1996: 146-7).

0N

The above functions demand of the artistic director to be very
versatile, intelligent, creative and imaginative in the making of the
theatre for audience's enjoyment. !

In his creative adventure, the artistic director must also be a
visionary director who must strive to engage in democratic
direction by making the theatre to speak and be functional. He
must decipher and interpret democracy as a concept and as a
subject of creative debate. He must make democracy his
directorial concept especially if he is confronted with a dictatorial
scenario. His artistic license must be well utilized to promote and
project democratic ideals. He must also be overtly democratic in
his creative enterprise. This position is vividly supported by Bell-
Gam (2001: 109) when he posits that the “artistic director should




image15.jpeg
165 Democratic direction and the aesthetics of ...

Akassa Yomii while Femi Osofisan in theory and practice has
made himself a democratic defender by condemning fiercely, all
anti-democratic institutions.

On numerous occasions, Osofisan has played dangerously in
the front of terror and has turned drama into a “surreptitious
insurrection in a post-colonial, military state”. To Osofisan,
literature:

Can entertain, in fact must entertain, but it is only the dim-

witted or brainwashed artist who is content merely to

entertain, to play the clown. The primary value of literature
seems to me to lie in its subversive potential, that explosive
charge which lies hidden behind the fagade of entertainment
and which must be controlled and made to (explode) for the
use of our people of mankind. .. Literature must be used to play
its role in the advancement of our society, in the urgent
struggle against -neo-colonialism and insidious spread of
fascism (Osofisan, 2001: 84).

Through Once Upon Four Robbers, Morontodun, Aringindin
and the Night and the Nightwatchmen, Red is the Freedom Road,
A Restless Run of Locusts, Many Colours Make the Thunder King,
Tegonni, An African Antigone and many more, Osofisan has been
ceaselessly running after dictators and fighting against military
men through his plays and their subsequent performances.

Also, the film industry whether in the western world and Africa
has promoted military theatre through various classical war and
horror films. Dramatists who help to promote democratic tenets
no doubt, are agents of social change who are involved in
democratic direction for the total emancipation and liberation of
the people from the claw of dictators and military oppressors.
Military theatre aesthetics goes beyond entertainment to educate
and orientate the gun-pushers that the choice of the majority
through popular democracy mustbe respected.
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be influenced by the playwright's contributions and the
democratic order in the society”. Whether as author director,
playwright  director, traditional director or literary director, the
director must dramatize democracy within his creative
imagination.

The failure of the artistic director to be democratically
compliant can signal the end of his art nay his theatre because the
theatre, like many other social, reformation and engineering
institutions often suffers during military adventure into politics or
during the reign of terror and dictatorship which most African
'democratic' leaders lead.

The artistic director makes use of the mise-en-scene and the
mise-en-actor through various performance aesthetics which are
creative and imaginative means used in enhancing the success of
any performance. Aesthetics in performance parlance make
performance to communicate, to entertain if it is within the
aesthetic context of (art for art's sake) and to educate if it
functionally romanticizes Marxist aesthetics of (art for heart's
sake). Such aesthetics can be dance, music, mime, pantomimic
dramatization, puppetry, incantation and so on. These aesthetics
may be combined in the form of the widely discussed total theatre
idiom and some of these aesthetics can stand alone and make
complete theatre through numerous theatrical experiments.

4. PERFORMANCE AESTHETICS IN THE NIGERIAN
MILITARY BARRACKS
WASA ordinarily is a Hausa word which means play. However
WASA is an annual event in the Nigerian military barracks. It
means West Africa Social Activities which historical date can be
traced to the colonial era. It is a theatrical, social and
entertainment event meant for the military after a successful feast
in military warfare or other military achievements in the barracks.
So, as a comic relieve WASA is a special theatrical event to look
forward to among the military men in military barracks.
The following are some of the performance activities that often
take place during the annual WASA events in most Nigerian
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5. SUGGESTIONS ON THE NIGERIAN MILITARY
THEATRE AESTHETICS
At this juncture, four suggestions are desirable for the Nigerian
military theatre:
1. The restructuring and re-modification of the existing
WASA performances.
2. The need for separate and or, alternative theatre in the
Nigerian military barracks and the need to;
3. Expand the existing literature/arts' curriculum in the
military education.
4. The need to learn from the American Theatre Wing and
the British's Entertainments National Service Association
during the Second World War.

Since WASA performances have become part of the military
men's ways of life, there is an urgent need to set up a national
professional committee (civilian and military) on WASA whose
activities would be coordinated at the information wing of the
Nigerian Defense Headquarters.

There should also be a sub-committee on WASA
performances in all the Nigerian military barracks and there
should be a call for an annual playwriting competition where the
best WASA play would be selected in the barracks for national
competition.

The plays to be selected must have clear thematic focus on
democratic ideals, social engineering, moral regeneration and
political emancipation with a view to building national unity,
cultural identity and rebirth of the Nigerian military. The plays to
be selected must also be rich in aesthetic and technical values.
Total theatre plays with the traditional festival form are hereby
suggested.

The performance of the selected plays at the zonal level by all
the military barracks in the zone should also include other
theatrical and entertainment performances that are prevalent
under WASA performances. The winning WASA play of each of
the zones should then compete for honors nationally at the annual
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WASA is also a moment of happiness, merriment and love
among the participants and the audience who are not only the
soldiers within the barracks but their friends outside the barracks.

The other side of WASA performances that has become
effective is the decolonization of the English Language to give
room for the Nigerian fashion of the language Pidgin English. In
most of the performances, deep and dense metaphors are mostly
avoided while simple, direct and 'diluted' expressions in Nigerian
languages are commonly used during WASA performances. This
is with a view to making the barely educated soldiers who are the
majority among the audience to understand the performances.

WASA performances also triumph on the concerted efforts of
the actors and actresses, dancers and musicians who use related
and flamboyant costumes and props befitting their various cultural
backgrounds during performances.

Most often, mammy market, open pavilion, football pitch,
tarmac, mini-stadium, hall and any other available space serve as
the acting or entertainment arena for WASA performances in the
Nigerian military barracks.

This researcher observed the following inherent problems
affecting WASA performances in the Nigerian military barracks:

1. At the technical level, the performance venues are mostly
undesirable and un-theatrical for theatrical activities and
performances.

2. At the artistic level, emphasis is not placed on simple
theatre or directorial techniques because WASA players'
movements, exits and entrances are mostly amateurish
and their pronunciations are not always clear and
articulate enough and this inaudibility often affects
audience's understanding.

3. WASA performances' main thrust is on entertainment and
relatively on the promotion of 'art for art's sake'. There are
no clear-cut thematic preoccupation(s) on democratic,
social, political, religious and moral issues.
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military barracks although there are slight modifications from one
military barracks to the other:

1

LR

Cultural performances among the major ethnic groups in
Nigeria such as Hausa, Igbo and Yoruba in dance, music
and drama and (improvisational playlet) done by military
men and women and their families or friends for the
audience.

Children's theatre.

Acrobatic displays.

Puppetry and masquerade related traditional
performances.

Miming and imitation of military training, pulling of ropes
and intelligence practice.

Again, there are many other social activities other than the
above which are part of WASA performances. They include the
following:

e

oL Wi

Presentation of awards to deserving military men, retiring
and retired officers. .
Military parade.

Beating of the retreat

‘Match-past by children

Novelty football competition
Get together amongsoldiers and their families.

The uniqueness of WASA lies in the presence of all

Nigerian cultures where they are often fused together. Oluwole
(2001:22) while commenting on the year 2001 WASA event of the
9 Motorised Brigade, Nigeria Army at lkeja in Lagos State
observesthat:
On hand to entertain guests at the occasion were the Atilogu
dancers, a troupe from Idoma, Tiv, Hausa, Yoruba dancers
and some acrobats.
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national WASA competition which will be hosted at a designated
barrack and rotated among the six geopolitical zones of the
country including Abuja. The players and the crew members can
be drawn from the military men in the barracks and among the
professional artistes so as to give professional touch to WASA
performances both at the zonal and national levels. At best, new
theatre or spacious recreation houses can be constructed in each
of the military barracks or the existing structures for WASA
performances can be reconstructed or prepared to relatively
standard theatre houses.

Alternatively, there can be a separate theatre in the Nigerian
military barracks. Here, some of the style and form of WASA
performances can be adopted but it should essentially be a theatre
where theatre troupes, theatre outfits and theatre departments in
institutions of higher learning can come to the Nigerian military
barracks and perform plays, sing songs or enact dance theatre
after permission is granted by the military officer designated for
such activities.  Of course, the theme of such plays or
improvisational piece should be in tune with democratic reality
and national ideals. Some interested military men can be
encouraged to participate in the rehearsals for such performances
which can be sponsored or which the military audience can be
made to pay to watch.

Generally as well, adequate provision should be made for the
expansion of the academic curriculum of most military institutions
literature related courses to include courses such as; 'literature and
drama, 'drama and society', 'theatre and the democratic ideal' and
so on. This is with a view to making the power drunk military men
to accept the superiority of democracy over the military form of
government.

Finally, the American Theatre Wing and the British's
Entertainments National Service Association have shown that the
theatre is a constant cultural agent even during wars. The Nigerian
government especially (the Nigerian Defence Academy) have
many things to learn from the American and British military
theatres. Military theatre wings or department can be established
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Osofisan (2000:117) also observes that:

We have defeated the military, but not the phenomenon of

militarism. We have succeeded in sending the soldiers out of

the state and back to the barracks, but we have not conquered
yet the virus of violence and corruption which they spread

‘around every where and which has so badly contaminated our

lives.

The current experience at democratization in Nigeria can be
Jescribed as a political interlude ironically designed by military-
soliticians. To have a smooth, continuous and -enduring
jemocracy; we need the theatre of democracy in the Nigerian
military barracks so as to make the Nigerian military men to come
o terms with democracy which has no alternative.

The artistic directors who are the makers of theatrical and
dramatic performances cannot pretend about the anti-democratic
behaviours of military-politicians. They are therefore enjoined to
take democratic fight to the lion's den.
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a director who knows what he wants and one who knows how to
package a good artistic product. If the director's performances are
accepted, he can then begin a gradual incorporation of themes
such as; social engineering, supremacy of democracy over military
government, national unity and so on into his performances.

On the need to expand the existing literature/arts' curriculum
in the military education, artistic directors can also put up a
position paper on the prospects of this suggestion. This can be
forwarded to the education corps of the military wing. Such
position paper should articulate in clear terms, the functionality of
African theatre and the inevitability of performance in almost all
Afican's social process. The director who intends to write such
paper should not play-act and he must include in the proposed
course(s) the need to introduce military students to some basic arts
of the theatre (acting, directing, dramatic literature, technical
theatre, music, dance, stage management, theatre administration
and so on). This is with a view to ensuring that the military students
understand the essence, notion and meaning of the theatre.

7. CONCLUSION:
Democratic fight must be taken to the lion's den. In this paper, we
have discussed the advantages of democracy over military form of
government and we have also analyzed the numerous
performance aesthetics in the Nigerian military barracks. We
equally offered suggestions and recommendations towards the
theatre of democracy in the Nigerian military barracks with a view
to making the Nigerian military men to imbibe democratic tenets.
This research work is intended to go beyond theoretical
postulations as the Nigerian public planners are enjoined to accept
the reality of the suggestions and recommendations made
because:
If we don't have democracy, we cannot have a solid military. It
is democracy that can adequately take care of all aspects of the
military. You should néver allow this opportunity to elude us
again. (Archibong, 2001:1)
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Prior to WASA performances, adventurous artistic directors
can link up with friends in the military barracks and bring a lot of
creativity to bear on so many pseudo-WASA performances as they
are presently being organised in the barracks. What directors can
do is simple. They can assist some select group to build up the
performance aesthetics of their productions to certain degree of
aesthetic satisfaction. Directors should also bear it in mind that
majority of the performers for WASA performances are amateurs.
As such, they should be ready to start the production from simple
and basic rudiments of acting, movements and theatrical
directions without boring such performers with long, dense and
deep theatrical jargons and metaphors.

A group of WASA performers who engages the services of an
artistic director or who an artistic director (out of artistic
adventures) assisted during rehearsals may discover that their
performance may likely win and this attraction may force other
groups to engage the service of other artistic directors in future
WASA performances. Artistic directors' artistic engagements in
WASA performances may also speed up the implementation of
our suggestions on the Nigerian military theatre aesthetics.

On the need for separate and or, alternative theatre in the
Nigerian military barracks, interested artistic directors can pick up
these challenges. For obvious reason, a good production will
market itself. It is important that curious artistic directors can start
with a good play-let with good aesthetics and artistic qualities.
Such directors are however reminded that they will follow the
bureaucratic process of writing the officer designate for WASA
performances in the barracks that year or in the alternative hide
under one socio-cultural organisation. Directors must also be
reminded that the story-line or the thematic pre-occupation of
such play-let must INOT be critical of the military profession and
some of their anti-democratic ideals can however be a subtle
critique.

The first success of such artistic mission by performance
makers (artistic directors) can lead to other successes and the
military top brass in the barracks may even enter into contract with
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at the academy where interested soldiers will also be trained as
dramatists. We do NOT pray for war BUT we must establish and
create institutions that can help to prevent war or at least, help to
sustain and defend democratic heritage. Apart from using the
military theatre as instrument of education, information and
propaganda, military theatre in Nigeria can also be used as
revenue generating arm of the military establishment if properly
articulated and well-funded (this can be done by numerous multi-
nationals, corporate individuals and patriotic yet wealthy
Nigerians). Military theatre has been used successfully in America
and Britain it must be made functional in the Nigerian theatre.
Interested Nigerian dramatists especially directors are therefore
enjoined to engage positively in this quest for a sustainable
democratic direction.

6. RECOMMENDATIONS AND THE CHALLENGES OF
ARTISTIC DIRECTORS ON MILITARY THEATRE
AESTHETICS
At the profound level of restructuring and re-modification of

the existing WASA performances, artistic directors have many
roles to play. If this option is implemented, it is hereby
recommended that a versatile artistic director should head the
national professional committee on WASA performances earlier
suggested. The director's roles here include constant guide on the
expected machinery that will facilitate good theatrical
performances and competitions. He will assist the information
wing of the Nigerian Defense Headquarters to formulate good
artistic policies towards the success of WASA competition, serve as
an impartial judge at the point of selection of the winning
performances and set out criteria for such selection.

At the sub-committee level of WASA performances being
proposed, an artistic director should also be involved. He as the
leader of that committee will suggest and recommend the play to
be selected after considering the technical and dramatic qualities
of the play and ensuring that the thematic concern of the play
conforms with WASA's central theme of the year.
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1. INTRODUCTION:

Many Have Paid the Supreme Price in the Supreme Contest for
Power Self serving coup d'etat, revolutionary coup d'etat, counter
coup d'etat, palace coup d'etat, bloody coup d'etat, 'set up' coup
d'etat, 'phantom' coup d'etat, and so on are some of the semantics
and neologies that can be used to describe the anti-social and anti-
people's military adventure into politics. Beyond emotional
reactions or nostalgic wailings, the following political personalities,
heroes and leaders in Africa have paid the supreme price in the
supreme contest for political power through assassinations:

o Patrik Lumumba of Congo now Democratic Republic of
Congo (assassinated on January 17th, 1961). :

o Ahmadu Bello, Tafawa Balewa, Oladoke Akintola, Festus
Okotieboh and many more were (assassinated on January
15th, 1966).

o William Tolbert of Liberia (assassinated on April 12th,
1980).

o Ahmed Abdallah of Comoros Republic (assassinated on
November 26th, 1989).

o Melchior Ndadaye of Burundi (assassinated on October
21st,1993).

The above people excluded the tens of Military Head of States
and leaders that were sacrificed to water the seed of military
ascendancy. Beyond being a pessimist, many African leaders will
still pay the supreme price if democracy, the popular heritage of
the people is subverted and replaced with militocracy.

Apart from the wanton destruction of lives and property,
military governments are characterized by political and economic
instability, the rule by force, coercion and insecurity, corruption,
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embezzlement and endless transition. All these social vices again,
are some of the evils associated with 'militocracy'. Although some
military leaders such as Late General Murtala Mohammed,
Thomas Sankara, John Rawlings, Kaduna Nzeogwu, Emeka
Ojukwu and so on have shown revolutionary tendencies in their
dispositions, still they were not popularly elected and as such, their
genuine intentions at socio-political emancipation and liberation
of their people were seen as exercises in political usurpation of the
people'sright and freedom.

Ironically, military: government conflicts greatly with
democratic government because democracy is the political system
of government that allows the majority to have their ways in
governmental affairs while giving opportunity to the minority to be *
heard clearly. This paper establishes the conflicting ideological
nexus between the military and democratic tenets especially in
Nigeria through critical terminological clarifications.

In our literature review, effort is made to review the functional
power of military theatre in the Western world drawing relevant
examples from African perspective. This review goes beyond mere
historification to include the deeply embedded lessons that can be
learnt from the past military theatre efforts into the contemporary
reality. The paper also discusses various performance aesthetics
prevalent in the Nigerian military barracks. We do hope to
provide suggestions and recommendations 'towards the
modification of, and establishment of the alternative theatre in the
Nigerian Military Barracks. Most of our theoretical submissions
are based on previous scholarly works, practical observations and
critical assessments.

It must also be stated that aesthetics, the cord of critical
analysis and discourse has double face: the beautiful and the ugly,
the attractive and the unattractive, the didactic and the essence. In
this paper, we are also interested in the functional definition of arts
and of aesthetics, which Stephen Davies defines as “things created
to realize a particular end” (cited in Cooper, 1995:111). Military
theatre aesthetics is therefore rethought to move beyond cultural
jamboree, rather to serve a particular end of democratic
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acceptance the pendulum which will be dictated by the artistic
directors who are the heartbeats of theatrical and dramatic
enactments.

2. LITERATURE REVIEW
The literature review of this work is divided into three sub-
headings. The first makes a conceptual clarification between
democracy and military, the second examines the artistic director
as a constant creative adventurer while the third reviews the
aesthetics of military theatre in world history.

a. Democracy Versus Military: Some Terminological

Clarifications

Whereas democracy is:

. that institutional arrangement for arriving at political
decision in which individuals acquire the power to decide, by
means of a competitive struggle, for the people vote,
independent judiciary, bill of fundamental human rights, a free
market economy, and a two or multi-party system...
(Schumpeter, 1950:269) K

The real democracy on the other hand and according to
Gunnar (19991:129) “should mean the opportunity for all citizens
to elect their leaders”. Thisis so because democracy as a system of
government is deeply rooted in freedom of choice and political
competition. It is a system that makes the electorate to become
king to the people that they have elected and which they are
planning to elect. Democracy is a phenomenon which has many
forms and structures. There are abstractions such as; popular,
representative, direct and liberal democracies. For further
clarification Ebestein (1970:170) sees liberal democracy as a form
of democracy that gives room for “freedom of speech, press and
association, equality before the law, and all other fundamental
democraticrights and liberties'.

The military on its own is anything:

Pertaining to soldiers; used, performed, or brought about by

soldiers; befitting a soldier. .. belonging to the army, having the
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characteristic of a soldier. .. to armed forces... adapted to or
connected with a state of war; distinguished from civil,
ecclesiastical... having a mind of a military character...
(Simpson and Weiner, 1989: 766-767)

Simpson and Weiner (1989:766) also capture the essence of
militarism as an adventure which is characterized by:

The spirit and tendencies characteristic of the professional
soldiers; the prevalence of military sentiment or ideal among
people; the political condition characterized by the predominance
of the military class in government or administration; the
tendencies to regard efficiency as the paramount interest of the
state.

Military voyage into the Nigerian politics has always been a
disaster to the political class and to the military itself. Schwarz
(1968:198-199) recounts in a comic manner the tragic ends of
some former Nigerian politicians in the First Republic:

It had been a dream of a coup, 'Bang, bang, you're dead, - a
satisfying infantile aggression fantasy. In a single night the
Sardauna of Sokoto, symbol of Hausa Fulani domination and
of feudalistic reaction, Chief Akintola, high priest of election
rigging and Chief Okotie-Eboh, by word for luxury and
ministerial corruption, had been killed scores of ministers,
corporation chairmen and parliamentarians all people who
occupied free houses, used up over generous allowances and
driven subsidized cars were swept out of office.

The military class also laid a siege on the Nigerian nation for
almost thirty years and in that process destroyed the best among
themselves through obnoxious palace coups and counter coup
de'tat.

Odumegwu- Ojukwu, a key player in the last Nigerian Biafran
civil war captures the destructive phenomenon and the political
malady of the military when he observes that:

The army has revolted indiscriminately against civilians and
themselves alike and with amind bogling rapidity... The army will




