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FOREWORD

Crur colleagues, Ziky Bofoworala, Martin Okyere Owusu, and AbdulRasheed A,
Adeove deserve commendation for this book. Impressively, they have assembled,
in one volume, a dazzling aray of voices in the fiekd of dramatic theory and
criicism, drawn from departments of theatre in various universities and higher
institutions and from fwo different countries, namely, Ghana and MNigeria,

It is a unique achiovement: rare indeed it is 1o find instances of such rich and
divergent collaboration, where ai onc single source studenis and scholars can
encounier multiple perspoectives and o near-comprehensive mingling of views.

And the diversity is not only geographical: contnbutors come from different
intellectual penerations as well as across the pender divide, Besides, becauss each
of them iz also & practiioner of many years standing, they speak with authority on
their areas of expertise, drawing on concrele knowledge mther than abstract theory,
and somefimes gquestioning prevailing precepts,

Almost all the arcas of the aris of the theatre are covered: there are cssays on
dramaturgy, directing, acting, theatre design and acsthetics, oo music and
management, There are also very informafive inlerviews with some of the
acknowledged icons of the profession, where they offer illumination on their
exemplary, innovalive visions,

It is inevitable therefore, as it happens with works of similar ambition, that the
book's sirengih may also, paradoxically, constitule its principal Maw, Thus the
informed reader will find, for instance, that, althoogh the depanures from onhodox
pasitions that we find in some of the essays are undoubtedly daring, they are not,
for all that, always convincingly advanced nor, regrettably, supported with
irrefitable evidence.

I suspect, however, that this kind of controversy will be very much in accord with
the mims of the aditors who seem in my opimion 1o have brought these essays
tegether more in order (o stir us into further exploration, than 1o merely reinforce
our entrenched positions. | recommend the book therefore to both the general as
well as the specialized readership,

Femi Osofisan
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coordinsted and sysiemalieed mamner. This coordination involves the provision of
a rodifmap which cames i the form of 8 production schedule that clessly ouallines
dates and time for verious actions. Even at the rizk of belng sccused of frolicking
in overused cxpressions (cliches), it is sald (hai "practice mokes perfoct™ and thai
"he who fhils to prepare 18 prepared (o fail". Rehearsals, therefore, offer ihe
opportunity for sustained preparation in onder 1o perfect peactice, In the process of
relssarsing the play, the script must be read individeally and collectively severnl
times for its sarface apd inner meaning: snd blockings given 1o reflect the desired
mmbinnce. An elfective use af the vanoiis ars of the thesire such as sef, lighting,
cosiume, makeup, sound and props must be taken sericusly for they imbue 3
production with eye-filling details and meaning-providing suditory account. The
place of discipline in tbe process of play production cannol be overemphesized
Indeed, discipline is the pivol on which the entire production gamaut revolves, Riun-
throughs cammod be compromised for they baild comfidence and provide the
prospecis for reevaluation,

Firally, ibe director must be a hardworking and knowledgeable man or
woman of impeccable character for it is only then that he or she can assuredly
inspare confidence in ofher members of the production leam, mberpred the text
fasthiully snd provide mesning for the sudience which constitutes the focal paint
of a performance,

Wirks Chsd

Adelugha, Dapo. "Wale Dgunyernd, Fulu Sofola and Ofa Rotimi: Thres Deamatists
im Search of a Lanpeage.® Theatre i Afica. BEd. Oyin Oganba amd Abicla
Irele, Poadan: Universux Press, 1978,

Emassalu, Emmanuel. "The Audience Factor in Nollywood® Indermational Journal
af Midtidisciplinary Scholarship, Special forue — Motion Pichere in Nigeria
Nod-3. Acera Nonth: Deocraft Communications and Department of Theatre
Asts, Liniversity of Gvhana, 2008: pp.143-152.

Wﬁﬁ Analyzin for detors, Direciors, and Designers, New York:

Dean, Alexander and Carma, Lawrence. Fumdemerils of Play Directing. Mew
Yok, Holt, Rirchart and 'Winston, 1980
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CHAFTER SIXTEEN

Approaches To Flay Directing: Qulntesseace [n The Mew Creative
Interpretation of Mohammed Ben-Abdallah®s “Siep Aside®

Tayo Simeen Arinde

Introduciion

The art of play dinecimg in the heatre, when examimed from differeni singes af fis
development, has witnessed unprecedented nustamosphosis. These imnsminaticns
are what make scholan whe have beenn following (he trend of its developaent fo
describe it in varsous ways. Scholars soch as Wole Soyvinka cited in Mosa (2007,
p-214) describe il 25 n complex business while Hodige (1971, p. 1) describes it as arl
of heading dramsstic performmnecs. Tl varous procegses of change thal the e of
directing has witnessed have manifesied both in the Western (the Greek, Foman,
Ehizibethan eic) mnd Affican theatre imditions & exemplified by the
developments] processes (n Migerin, Ghana Kenya amongst other African nations,
This chapler cxammes o (Ghanman thealre director, who moks high amonsgst
creative thestre invesotors in Afnice. His major contnibution has been how he has
brought creative directional fnvenition info the an of play making in Ghana and
thus provide a pew direction in the art of play directing,

Ghais iy one country in Africa where a penchant for thestre and dramatic
poffommnnces manifests in the varioas shaded of ngemity thal am encapeulated i
the historical pesformances of the Bob's e Bob Cole, Bob ‘Williams and Hob
Jobnson. The tde are resowned a3 Ghanalan Concert Perty (roaf-linere. [n spite of
the glowing tnbules paid to thess theatre genfuses, the attention paid to the
codiffcaiion of their worke snd the performances record of aother thestre
professionals in Ghana is pathing (e write bome abauf B comparison to the recerd
keeping skill of Western theatre practitioners. Inalientiveness to ihe codification of
reconls on theatrical performances is resporsible for the dessth of archival
performance reconds in most African countries. This explaing why ibeatre dinecioss
and theatre scholers, who have mads signiheant cantnbulions 16 thealme pnl:l.iﬂl 1A
Gihana, are mosily pot referenced. This is in spite of (e facd that (Fhana, in the area
of theatre arls; ploywrting and direcling, po doubd, has produced prominent theatre
praclitioners and gemisses, amongsd them ; Blisa T. Sutherfand, Joe De Grafl,
Kobina Sekye, Ama Ala Aidoo to mention just a few'. 1t is our cffort to contnbube
to e codificaibon of works of Ghansisn thestrical scholars that this papes
illusminates on Mohammed Ben-Abdallah’s directerial style. His approach, which
we describe as 8 pew fend in the ard of play dircching, is consicered hes
contributions io theatre development in Ghana, The revelations about the theatrical
explait of our case study: Mohamimed Hen-Abdallals is a sieve from our stady of
hia wark thmough paricipant observation and imlerview approaches. This researcher
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wnibsrstudied Bim in sction af the Mational Theatre of Ghana, when he was
commissianad o direet one of lis plays; The Gl of Kuebi, which he wiotes in 15989
1o commemorate (he cenlenary celcbration of a foremost Ghanaden polibcian
Kwame Nkrumah in 2000 The play, which was performed at the Matsonal Theatre
of Ghana, was abso rehearsed sf the same venoe, The cast snd crew for the
perfrmance were playvera of Abibignoma, a professional (hestre group he
esiablishod and housed as tho drama umit 21 the Mational Theatre of Ghana, Apari
from being fortanate to having am on the spot assessment of his directorial explait,
wig also interviewsd him and other theatre practitioners, such ss Difa Glipoe, Ebo
Maffuel, Martia Owssu Sandy Arksust o mention just a few, who had al oo time
or the othar worked with ham, Specifically, the rescarcher tred bo find oal what
informed ks of the chosce of the play for thet occasion and discovered from Ben-
Abdallah that the choice was nol his, but thai of the centenary celchration
committes. Nevertheboss, he guessed that the chaiee may nod be far from the fact
that the play & parely of African setting, and since (be coremony was 1o celchralo
an African icon, and a political wamior, the choice cannod be soid o be
nappropriaic.

Orperational of Terma and Concepls
It is apt to define some tems and concepla thal we ghall frequent]ly come seross in

this wark. We shall take ime (o define them in tho coplext of their usage in this
work. These termas include: Direciing, director, sivle and quintessence,

Directimg: Directing =5 &n art of ibe theatre has been vanously described and
defined by schalars; for instance, Hodge {1971, p.1) describes direciing as the ant
of leading dramatic performances .ol of coprdinaling the clement of ithe
theatre.arl of commimication. He also sees the ari as a sensitive oafl, Wols
Soyinks, cited in Musa (2007, p.214) sees play directing 25 & complex business
This shmly adopls ithe definitbon in ibe Free owline Brilenmica Cowcise
Encyclopaedia (2008, p.1), which describes dirccting as art of coondinating and
controlling all elements in the siaging of & play. Therefore, directing i ihe &l of
harmeseing all edemsents of the theatre wilh o view to schieviag an artisth: entity.

Direetor: A direcior in the theatre is an impociant pesonalily whose role amd
dutics camnot be over-emphasised. Indecd, Wilson and Goldfarb (1501, p.34), sinte
that in the modemn theatre, the direcior is indispensable. Brocketl (1996, p449)
also describes the direcior as the person with prisnary responsibibity far inferpreting
a seript, rehearsing the sctom ardd coordinabing all elements of a prodection. For
the purpose of this shady, we adopi the definition of 'Wilson and Goldfarb (300,
PS5 ) who descnbes the director aa ibe person who 8 responsble for the overall
umity of & production, coondinating the efftris of the conimbating artists...in charge
of rehearsals snil supervising the actos in the preparation of ibeir parts.

FES

il

v Uniderstanding style is germane to this study. This is because ihis study
-:;t:uinm the d'imnml:liuﬂl.! styles In the works of Muhmnwl_ Ben-Abdallab, a
director. Bemadetti (1976, p.12) defines gyle a5 ™'a qul]::.:' which _mul:ll froam
charscteristic mode of expression or method of presentation.” Akinwale {2000,
p.116) again cxpands on Benedelti's carlier definition by describing style as the
metbod cmployed by the director in hamessing all the clements of the theatre, 1o
achieve a meaningf] commumication with the ausdsence. Far the purpose ol this
study, we see style &5 a way of doing things that is anbque o an individual or n
trademark for which somebody is known and identified .

inteEsrRce. Lomgmaa Dietion Contemporary Englisk (2005, p.)3446)
Efm quiﬂlﬁﬂﬂ- s “n perfioct :wumql:ru af someiking”, This iz mol di.l:_ﬁ:rcal
from the way the concepl is defined in Encarta Du-:mm:rmql_'nl:rﬂ}hm with an
additional adjective “the purest”. Therefore for the purposs of this shady, we sdopt
the description of quintessence as the parcst m:l or a perfoct cxample of
something, which we see in the 'step aside” directorial spproach of our case study.

will b examined to cvaluate the significance of Hem-Abdallah a5 an
I?’nﬁ-::“'ium“dimm.huu mumwu—wﬂltiﬂﬂiuhhﬂﬁtlmﬂpﬂf*
occupation s an Astistic Director, This approach will enable us to evaluate his
umigque stybe of directing and assees the quality of his unique piyle. We will analyse
his directarial exncept 19 evaluate its conformity with the Western concept and ik
content of his unique experience fo the African theatre and l'lu_gl::h] ﬂm_urf
platform in general. We mlukmwi{brmlﬂ.lh:b:mdiu_!'m Step Aside
dimnm-lnyl;Wmm:pﬂmﬂiIﬁnrwcH:pm;mmﬂuﬂ
uuqumilrudqmﬁw-ud'lhﬂalmitmpmnmmmepmiutmnc_rmawf_d]
as the casi members ln1h:m5iuau-f;p1“?hrﬂm:m-_mqs.wmllumm
the contributions of sclected African directors in onder 1o justify the relerence bo

Ben-Abdallah's stylc as perbaps quintessential.

Biography of Mohamnsed Ben-Abdallah ' )
;m:d rﬂu‘lﬂ-ﬁbﬂlﬂl}i was bom on the 25% April, 1944 in 1'[_1.L|11a:|_1. Ashanti
Region of Ghana 1o the family of late Ben-Abdallah He had his primary nod
secondary education in Kumasi and Accra Teefare Fﬂﬂﬂ'hﬂl 1o w::l-:y‘ Eu_“ngr.
¥umnasi for his post-secondary education, where he obtained a Teacher Centificate
*A* in 1966, He began his theatre education at the University :IuI (Ghana, Legaon,
whene be ohiained a Certificate and Diploma in Theatre Stodies i 1970 and 1972
respectively, He later proceeded to the University of Georgia, Athens, and The
University of Texas, Austin 1o obtain MFA and Ph.D), in Theatre Arts i 1976 and
1980 respectively. g

Ha wmtzd briefly in & fow govemment mubTrahlnen_h hefore joining the
University of Ghana, Logon a5 & Lecturer in 1982. While in ihe University, he
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served in various capacitics including the Ag. Head, Department of the Performing
Arts, Unlversity of Ghana. During his time lectaring at the University of (Ghana,
Legon he underiook somo major projects and dmmatic producticns as part of his
Mm&ruard:pmjm:m&U:dvmhjmdfm'hbﬁFﬂlpﬂfﬂﬂlmﬂ
theatre owtlit, which be fourded. Scae of the plays that he direcled most of wihich
are plays be wrote include: Oda Rotina's The Gody are moi to Blome, Mohammed
Ben-Abdallah®s The Witch of Wopn, The frial of Mallom Rya, Verdicr of the
Coadwre, The Alien King, Iﬂ.rrd'-q,l'u Milfion Magiciars and The Fall tg".lll.rrrb.l

Ha served his people, his commumity and the govermment of Chana in
various capacitics. He was the Chairman, Naoticanl Commission on Calture (1985
1993}, Chairman, Hxeculive Commiites, Pan-African Festival (PAMAFEST)-
Fourdation {1998 1o date), and Member, Board of DHrectors, (hams Broadcasting
Corporation {1908 301} He was also appointed ns Chaarman, Poard of Derectors,
Matianal Theatre of Ghana {1998-19%0) and member Provisional Nationsl Defence
Cosmeil (PNDC). He was appoinied Secrctary, Mational Commission on Calture,
then Chairman and Ister Minister for Matiomal Commassion on Colture {1989
1993). He later served @8 Provigional Maticnal Defence Council (PFNDC) Secretary
{Mimister) for Informstion (1988-1989), FNDNC Seeretary (Minister) for Education
and Cullzre (1986-1988), FNDC Secretary {Minister) for Cullere and Tourism
{1984-19%0) and Deputy Provisional Mational Defence Coancl {PHDC) Secretary
(Mindeter) for Culture and Tourtsm (1984). He sitended many conferences and
workshops both at home and sbroad, Apeni from his published plays, he has
unpublished plays and a few aticles in reputable Maticnal and International
Joumals. He s masried with four childoen.

The exact year that the art of play directing became an art of playmaking i
the theatre has been & subjeet of debate a5 thete is ne emphatic written record of
when il started. BEven Wilson and Goldfarb (2000, p.25) in their wild research
capbaration coald only submit that: “there are times m hisiory when many clemenis
come iogether fo ereate a remarkshbe age™, perhaps that was the pericd that theatre
was bam. However, alter several years of academic researeh wihamire mer (2011}
confirms that the ari became a promounced element of the theatio arouid 1500
Prior to that time, the Greek theaire, which siarted as far back as the fifth century
B.C. did mot have any name for ihe ari of play directing as o method in
playmaking. Howewer, Didnskalos, who Brockett (19499, p.24) Hierarily relemed fo
ws “Teacher™ and in Wikipedia Dictionary (2011, np) as playwnight-director is said
to be occupying the role of the play director in the early Greek thestre era. In
another instance, ihe direcior was referrod to a8 Charegus; the iheatre personalities
who play leadaship roles in the art of Greak theatro play making process, Wilson
and Goldfarh (2000, p. 5), in their relentless efforts identify when the art of
directing sciually became a playmaking fool in the theatrs, Klentifying one I-kher -
nafied, 2n Egyptian, as a theaire personality who fissi gave account, perhops & a
directar that: “people P]l:.Ed the roles of chamacters m the siory and acled ol
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cpisoudes from the life of Osins”, More pungently, The Columbia Electromic
Encyelopedia, 8 edition posits that: "The 19" century interest in realism, coupled
wilh far-reaching technical advances, made indispensable the direcior's funcizon of
imiegmating the various ond 1ncreasingly complex aspects of play production™, This
buitresses the fact that by 1900, the an of dirccting and play director as a theatre
de-facio in ibe play making peocess was in enisience in the theatre. Johsnn
Waollgang von Gootha [1796-1207) and Richard Wagner (1813-1883) were among
the fore-rummers i applying this art of play directing i the iheatre. Antaldn (2005,
p-3) desenibes Gioethe 'l'lﬂz s “Very simcl, distrasfed others takents”. Ansohin, in
plso describipg stvles of the oiher ihesire practitioner; Richard Wagmer (1813-
18%3) informms that Wagner takes “total contiol over the produstion, and focused on
illusionistic theatre™, He conclusively describe the style as: “en important facior i
the development of peallsm™

In the trmin of the wesiemn theatre practitioners who used the arl of p'lq.:,'
directing apd sssumed the sinins of o play director is George I1, Duke of Sixe-
Meiningen's (1226-1914), whise direclonal exploiis span through FETO-1890
Antohn (2006, pod] necalls that Saxe-hiemingen took his 1theatre tnoupe 1o our
Burope am while dimecting them emphasisesd; “hisoncal sccuracy mnd realism
{particularly in costumes amd setiings).a piciorial siyle [(at] focuses an
mmpu:il‘:iun wnd erowad scenes and "ensenshie.”™ Later were André Antoine (1858-
1943 whose stylistic disposition is:"Fousth-wall realism-real besl onstage for
sisughierhosse™, Vesvolod Mayerhold (1574-1940) who applied” dictaborial
di.rn:lin‘g; style™, Max Hembhart (1873-1943) an authoritanan and eclectic directior to
mention just o few. Thus, by 1900, the tenm play directing and play direchor fnally
carns b stay as an 2l used in play making in the theatre.

Ohver temse, mamy Afncan scholars who sfudied theatre shrosd wers
ohserved o have been influenced by the directing styles of their triners. Most of
thetr approaches, as we identify i the disecting works of many African thealre
directors are nkin bo the sppeosches of thesr metroctors. One of them s Oda Batimi
who Akinwale (2000, p231) describes s “a master caflsman of stage
icopography™. Mwadigwa (2007, pp.7-8) also conlirming Oga's (2000) findings on
Fotimi's style, idenlifies “Pressure Cooker" spprosch as Holimi's rehenrsal
technique. A style that was described by Rotimi himeelf as “Convoluted copcoumss
of juxtaposed and variegated sctions. metbod of bringing realism on stage by
allowing actboas to flow i thelr “naluralness™ as i the audience 18 winessing an
urrchearsed shice of life™, Fmasealu (2010, p268) summarizss the ::qu:rl;in-: im
Raotimi's directorial style s that which “fivours o tenncions textual analysis that
imvolves a robust examsnation of the theme of the play; the emotional and
inellectaal sibstance af the play; the conflict involved and the fonces that sustsin
ihe conflict™. Oga (2000, p. 107-%) enrlier identifics # fow otber directorial
approaches that are uniquely his. They include his penchant for both “sobicited
privale audition” a3 well a8 “penesal sudition”. Anolber notable Africen theaire
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experimentalist amdd director is Dapo Adelugba, o nolable speech cxperi
Addelugha’s directing siyle s that which does not compromise good speech
delivery, correc prominciation anid readition of lines by kis actors i all the plays
be has directed sach ihat Misa (2001, p.135) describes him &3 “speech expert”™ whe
always “ingisted on correct rendition of lines from his prospective actors™, Dapo
Adelugba wad the e dinector of Langbade, a play written by Wale Dgumyemi for the
Festas 77 svent hosted by Higevia and  which was adeptation of DD Fagunwa's Book
entitied Ogboju Ode Minu Igbo kunmele,

Martls Owusu §s anotber Afdcan theatre scholar who's philosophical and
stylistic contnbuiion fo play directing cannot be forgotten. Cratisa who lechanes -at
the University of Ghana, Legon is noted for his |'|In.1' presentaizomal siyle, which he
refers to as “gyclic presentational style™ Crwusu | 2011, on interview). His cyclic
play preseitational style 15 based on diveciing kis plays with one scsne rumning
from one scene into mnother scene withoud hlack oal, which @8 equivalent to
Akinwale “straight-take style” that we shall enumerate later,

Ayo Alinwale anolber African thestre direcior is neded for his *Chaler
Technsque™ and “lnner Resounces™ blacking styles. The siyles, albow direciors
leverage for hlocking variations; depending on the kinds of actors that the director
is working wilh. “Craler Technique™ as propounded by Akinwale (2010, p35) is 0
blocking siyle, where “the director dictates the blocking the setors nole these
blockings on their scripls and non the lnes with them”, On the other hand, he
describes the “inmer resources™ as a blocking style, where the director asked the
beginners to go on set and they perform by moving themsslves. The director
spproves some of their movements while he disapproves some™. Although, we
found eut kel be uses the lstter when dealing with professionals actors as he did
when he direcled Lamghodo tn 2000 for the Migerian Indepenilence with the likes
of Peter Falomilola, Kola Oyewn, Clarion Chukwra, Ayo Mogaf, Felix Akinsipe
bo meention just & few s some of his casts. Again, depending on some variables, be
employs ihe two lechniquess. We note that Ouiter Technbque (pre-blocking) pays
when 8 director feces ihe challenges af fime. For instance when Akiowale diresied
Dy Chafeni®s Meive has mo gender in 2000, e wsed the ooter Technigue because
he Buel jiast o week Lo prepane for performance of the play for the celebration of
Mo Obafemi's 40° Year Birthday. This confirms ihal one can uss the approach
irreapective of whether one is working with amateurs or professionals. More

inportanily, it establishes the director®s swihority over his productions. However,
{he bed spect of this elyle 18 that §f puts sctors in & dissdvantaped position sinee it
makes a robot owl of them and simply doss not leave mom for aclon o be cnsati
in initiafing movemenis but instesd shor-cirenits their crestivity,

Aya Albinwale encslod another directing style in (2009) called the
“Stmighi-Take Siyle" The “Straight-Taks 5i¥lc”, according to Akirwale (2010, p.
36}, indicales that “ike play opens and from the beginning io he and thers 18 1o
light owt”™, The siyle hos bean found o be bensficial to MNigerian ibeatre aadiences
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beeauss it is renowned for aresing and sustaining the imterest of theatrs audiences.
It nﬂ'::a them the experience of benefiting from uninderrupted ond umdus
suspension thal oflem characterise the theatre dus to black ow Excepl for
gpectacie, in which case there is light out, “straight take style’ during play
pmdu:_lmn encolrdges continuoas action in play performances. This style was used
by Akimwale when he directed “Mountaing of Wealih™ in 2001and Don Pedro
Obascki’s :l:::g::];f jlfur lpr:_jtl.fnh'miw of llarin Canvocation play in 2008, The style
is regilarly T armances al the Department of the Performing
University of llarin, s
’ W also found another directing style propounded by another Afican pla

director; AbdulRasheed Abiodun Adeoye. The style is an offshood of Bmﬂl;ﬂf
theary of “Alienation Effect’, The style as reworked and revitalised is christened,
‘Neo-alienation Style”. It is deseribed as an approach carefully weaved (o Blend
with the African concept of establishing the sesthetics of the audience actoss’
rapporl, B i also an improvement on the Brechi's *Alisnsiion effsci’. Addeaiye,
-[?Em,_p.'v:i}d:uuibu the elyle as "3 theatre that gradually seeks for the decline of
long dialogise or wordy plays in performance — a theatre in which every wond is
capahibo :-I‘mm_t:ruu.u meanings " The above emumerated directing styles are by na
means exhawstive a3 there are other African directing styles.

Mohamined Ben-Abdallsh, having been trained shroad and grounded in i
art of play directing. has comributed to the at of directing by comsinecting and
deconstructing, tarn inside out and budlt on the various directorial siyle that be had
been noted for. One of his ingenious directorial styles is what we designate "step
wside™. An examination of the style is the main thrust of this paper. However, in
addition to ml.'plun'rkg \be style, we discover other directing approaches |hu'h:
:mql.::gg m directing his plays, which amongst others inclade: seript selection,
audition and casting, rehearsal and rus-through style and of course his spproach o
dress and technical and performance night (which we shall expound on bater in this -
'-mtl].llmn s wo earlier mention these various African direcling styles rellect &
hybeidisation of the Western and the African directing spprosches.

Mohsmimed Beo-Abdallab®s “Step Aslde’ Directing Style

The suceess of every play director in his play making resis on his inlerprotative
approach that he puts to bear a2 his rehearsal venue; the play director’s labaratory,
A rehearsal venue, which can be likened 1o a scientists’ experimental labortory, is
o place where rigorous artistic experimentation takes place. While the rehearusl
prooess ns defined in the Encpelopeedia Sritarnica {1995) is "a process of lesting
hypotheses about the play and its production”™, it is apt o state thal whal goes on
there are the theatrical process of transforming both the script and actors imto
artiglically Anished produocts. No doubd, rebearsal periods consime mare time and
ervergy than all other nspects of play prodhuction and i calls for all kinds of creative
invendivensss. Hence, Ben-Abdallsh dunng an interview he granted s in M0
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submits that 1he success of every theatre director in every play production process
resis exclugively on his spproach to rehesmsals. It i3 in this direction thai he
enmmerses what he requires as a director to have a hiteh free reheamal. He started
by saying it he lays emphagis on securing the services of a good slage manager
im his submission thus;

I believe in the suthority of the stape mansger. [ think the stigs
imanager 15 a very mposant person in the preduction process
Therefore, [ like to have a pood stage manager, probably, becase 1
am & lazy person when it comes o doing certain things dunng
rehearsals, | am the first person (o admit my lariness. Por example,
af ibo easly period of my rchearsal, [ am ircitabed. That i when
actors are strugpling with their Bnes. Yoo will seo me walk ofT
(Laugh). For that reason, | valeed the services of my stage manager,
whom | always beave to de the preliminary work, | will Ester come
to polish. Later in my lifie, I started 1o use thal shorteoming of ming
1o develop people. Through that spproach, | developed Deafa
Gilikpos of the Mational Theatre whi leamt o lot from me being my
long staniding Stage Manager.

Alihough Ben-Abdallah deserihes himsell as o “lazy’ direcior when it
comes 1o certaan aspects of his rehearzal, which perhaps |= why be clamours for a
pend stoge mansger, his position that: [ do not 1ike blocking my plays when aclors
are still strugpling with their lines" seems o be 2 blesging in disguise. We realise
that it & &t that stage that be allows his slage munager (o have the first opportunity
of o contribution in his directing process. The picture that this spprasch
immediately preseels to us is (he style that we describe as “Step sside style™. “Step
amide", acconding o Encarta Dotiomary cited in Encarte S0P (2009) i “withdraw
fram n position 5o 1hat somebody else can fill it”. A critical look ot Ben-Abdallsh’s
dizpasition, would tempt one o conchade that his convietion to deseribe kimsell as
o *Ray direcior’ was o absolve himself from being blamed, buol at a second Joolk,
anl comirary to his Mpntepliun,“ g 1 as a |.l1iqu=1'|1:1hnd. which can be
analysed from two positive angles, Firstly, it shows be quintessence of dynmmiz=m
in him and the extroversion trail he camics. Secondly, it cnables him to make mons
direcioms out of his singe mansgers whenever he employs his “slep aside™ style. We
o doisht believe that the service of o stage manager is of necessity for any director
who wanls bo have a successful play production. Prince snd Fackson (1997, p.261)
alzo baitress this when they conclude that the stage manager “‘sees thal everything
backstage is ready for the rehearal and then work closely with the directar”,
Meventheless, the disecior’s presence, even if he was not going to imemugt the
freedom he gave his slage manager, b5 of great essence. |8 engenders in the stage
TENAZET AN aura nfpmtﬂ:llnn amd responsihality which in the overall underscores

Abraham Maslow's Motivalional theory, which expounds that motivation exciles
whillity to besd as well 25 promode creative optimisation in trainees,

Ben-Abdsliah's approach, from our poiml of view is & madical departure
from the hitherto despatss and ailecratie lederihip siyls that places a play director
&t the spex of the directonal platform of all-in-all, a lzader who peither allows his
sciors or theatre oo-workers a bit of creative coatribution fe his directorial
interpretaiion, although, he seema nod to realise ihsi ihal wos what that siyle is
capable of doing o the theatne,

In directing, fhere is no single process throagh which a play production can
be realizsed; usually directing thrives within the ambinance of hybridisation of s1yles.
Having exmmined Ben-Abdallali's ‘Siep aaids” style, which we have found very
prni'nlhlaln has play production and an approach to making the theatre prodhsctive,
wo expound on some of his other directing styles, We start froun his seript selection
approach.

Seript Selection: Many scholars have undersconsd the ariistic impartance
of script selection in play production process. Cne of such is Frerer (1996, pd)
who submits (hat in the play prodisction process, script sclection is “the (Eret and
ome of the most important asks of the direcior.™ In amather work, Dekoven (2006,
pA47) deseribes play selection 2 “the beginning for o director. . ibe first onder of
business™, The two submissions above umidarscons the fmportance of play sedociion
in piay directing. Play selection is a very imporiant siep m the play production
process because it gives o direcior s insight into his indended assignment. Tt also
affords ham the oppartunsly to respond 1o the demand of the society, which
mafuraily shoald be the first comsideration that spurs & divecior i sedecting that play
e indends o dinect.

Ben-Abddallah's spproach fo scopt selection s that with n tint of pemchani
for Alftican plays. We found that his fondness for directing Allican plays is hinged
om the fact that be is ahle io have unfiliersd epportanily 1o explore (e total iheatre
idioms that 15 unigue to the Afnican calture, which are found in ibeir plays, This
gy Bol be anconmscted with why most of the plays be has dircctied so far were
plays thel he wiobs amd plays of other Afiican playwnghts like Npngl Wa Tidonga
and Muge Micere’s The Triel of Dedea Kimaild, Efoa T, Sutherland’s Morriage
of Anamsewa, Ama Ata Aidoo"s Anoowa a8 well as Ola Rotimi's play, The Gods
are nol i Rlame and many othérs.

Andition and Casting: Ben-Abdallah’s other creative inberpreiation i also
evident in his audition and casting style, Audition and Casting is another process in
play directing that Ben-Abdallal regards as very impoctanl. He aligns with Tayvlos
{19454, p.75) who submats that: “By far, e most important element of preparation
ke dimctor must umdertake i casting for your play™. In the sme vein, Ben-
Abdalish treats casting as erftbeal. [t i noted that in ensbarking on casibng aciors
for his produciions, he begins by calling for open audition, which he desonbes 2
am approgch that directors uss to shop for actors, Therefore, he embarks on this all
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imporiant proceas, using both private and open suditions. His private amdition iz
wsually armnged for actars wham e hail worked with in (be past while his open
mudition is for all comers. Dmnng the Ester, he Ei'rcl. il madstson aflersdecs
oppartanity in compeie to prove their acting skills, He gave his reasons for using
balh approaches. In respeet of the fomser, he says when e casts for the plays he
wroile, he uscs privale audidon as revealad in his submission during an inlerview
i'pgm:ﬂndmtulﬂﬂﬂlhi!:"whmImit_pmyphmluﬂmiiﬂtmm:pnmmﬁty

© munning through my mind"- S0, Ben-Abdallsh cests dmwing from his- past

indcractions with soime of the actors that stafred in his plays. Even though he said it
is nof applicable all ibe t3me, one fact rematns that be (ype casts as bo did in the
Frl;rd.l.l.l:l:im of The Wick of Mot (1595%) In the play, he esed the real names of
most members of Abibigroma performers such ns Teghi, Koffi Owuny, Wi Sai,
Oaabutey Ml Kwel, Deifs Glikpos and Adwoa Mensah as characten in the play
and made all of them storyiellers. The charscier Deifa whoso dialogue in the play
is produced below attests to this assertion;
DEFA
Wo ntm ho ampa. Eha foo na wokiyens o i nasi bo, deko Bandiagara
ko don no { Witch of Mopti, 1989, p 7).

Literarily translated below:
DEIFA
You really know there, It is sxactly the place where you caich fishes fram
the river amd take tham o Bandiagara to go and sell.

Multlple Casting: We pote that Ben-Abdallab does not cast any actor for a
single ar a pasticalar major rabe i his producton. Rather, be casts actors lo play
multiple mfes. This slyle appears unclesr (o us initially bt on a furber
interragaticn, he sheds lght on why he uses the style. He submits that:

Every ariis in my production must be potential players of musical
instruments, be a dancer and a singer ot the same fime, In addition,
when [ cast an artist for a role, | arrange for one or twe elher
porsons 1o anderstudy and carry lises of that character. Therofore,
for every major characler we have ong or fwo others whoe would be
able to play the role in case of any eventuality,

Indesd, Ben-Abdallah used midiiple casiing styles in The Fall of Kumis,
the play that this researcher used fo understody him amd we fourd cut from him
why he uses the siyle. His response indicated that he is a director who does nod
take chinces in his prodisction, believing that taking usdee chanees n respect of
the selection of acioms mighl min a director's produchon.

FE L

Run-ibrough: Anather important segment in the rebeamal process is run-
through. Hen-Abdallab's run-theough siyle is done segment by segment and on
every day of his rehearssls. This approach, Martin Creusu, a colleagae of Ben-
Abdalish ai the University of Ghama, Legon, in an inberview in 2011 describos as
the “looping style”™. Looping style, &5 Owusu describes it means; &n endless curve
that hends amuand itsell, slmply put, n contipuem. This rescacher, through the
participant-phservation was privileged fo confirm this when understudying Ben-
Abdallsh during the rehearsals of The Fall of Kwwmd in December 2010 at the
drama sfudio of Mational Theatre of Ghana, Accra.

Blocking Styler Another nolable style Ben-Abdallsh uses during his
rebearzal is his blocking stvle. He explains: =1 pre-hlack bt | do ned insist on my
blockings., Whon [ have pre-blocked o scene and we are moving the nctors, |
change as we go along. My own blocking 5 based on what i geing on', This
beightens the foct that the dynamnism of a director i in the degros of freadom that
b grasts his setorperformers.

Straight Rebearsal; One ofher very fascinating style that permeates Ben-
Abdallsh rebsearsal is straight rehearsal spproach. Straight reliearsal indicabes that
the director runs his rehearsal without stopping his actors whsen they are rebearsing.
Rather, be t2kes notes mod discusses his ohservations with his performers aller the
rehearsal. This we foand him do during several rehearsals of the Fall of Kumebd,
which took place on 15%, 16™ and 18" December 2010 at the National Thestre of
Ghana, There is & log of wisdom in thes style, which i3 akin 1o Bertolt Brecht®s styla
of directing, where actors are given umintermupled opporfunity to express them
crealive instincts. A ook 21 this siyle and his run-through style, wouald indicate &
thin line of difference, While Ben-Abdallah nans-ibrough segment by segmeni,
wnizally ot the early siage of his rehearsals, he caps wiih a simight rehearsal af tha
later stage of his rehearsale. Thie researcher caplured this essence of his art after
the rehearsals of The Fall of Kombd at the drama stadio of the Matbonal Theatrs of
Ghana, Acera in 3010, Afdbter the day’s reheamsal, be gathered has porformers i
diizcuss his noles wiilh his sciors a8 contained in the picture in fgwee §below,
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Ben-Abdallah discussing his notes with his performers aller one of his rebearsals
of The Fall af Kimibi at tbe Ghana National Thesire, Accra Ghana on 15
December, 2010,

Tatal Theatre: Hean-Abidallah has been identifiod s a director whe employs the
total thealre assibetic thad & wmiquely Affican i kis productions. He also ensures
that features of todal theatre mandfest in all the plays he directs, In the perfomunce
of the play, The Fall of Kwmbi, for instance, he used songs, dances and pantomimic
dramatisation. We caplured this in the maiden dance at the eve of the traditional
wedding ceremsony of Zninats, where Zainata maiden pals resdered the bridal
traditional farewcl] mabden songs and dance. This kind of dance 5 notabls in
African traditional wedding ceremonies. The piciorial ilustrations of the event at
the eve of Tainaia's wedding in The Fall of Kumdd are capiured in pictenes (i), (i),
(it} asd {iv) in Figare 11 belaw:

i (iv)
Maidens dencing m-:':l |}ing'ir||g_ in {i=(iv] pictures above af the wedding ove of
Zainata (in siripped wrappers), the princess of Awndoghast who is betrothed 10
Prince Aklil in The Fafl of Kumbi performed on 20 and 30™ December, 2010 o
the Ghana Mational Theatre, Accra, Chana

In the same play, when Audoghas! wamions were preparing for 8 vengeance
pitsck, iboy performed n wamor dance. Thelr dance reflects tension, which
n'gn.iﬂ-t-: h'up:ndm: rc.pﬁul piinck on Eumbe In the same ven, the Kambn
wurnoars alen performed thelr awn warrior dance. The dances show features of
armics who sre preparing to defend their terribarial miegrity. Although, the
warrbors dafces wiere contained in the stage direction in the play, The Fall of
Kl s we guoted heve: “commotion and preparstion foc war., Dencers perfomm
i gl et di:pi{.ling the attack on Kumbi by the Mambout army™ Ben-Abdallah
aripstically packaged it when the play was perfommed. The dances were presended
in the play in & way that ome can appreciale i acsibetic fnesse,




Warrlors of Kumbi and Avdoghest in Figars [0 (i) and (i) respectively above
dakng warrior dasces in the play: The Fall of Kuoibd' wisen perfonmed af the Ghana
Mationa] Theatre, Acern, Ghanaon 29 and 30™ December, 2010,

The aesihetic quality in Ben-Abdallah's style, which makes his tofal theatre
approach eniqus, is that in spite of the fsct that be is the playwright of the play
under review, ho introduced some dences that brought acsihotic walue to the
peoduction. The warmior dances that be puts together reflect the culiural muances of
ihe two kingdoms, He ensures that ihe cosfumes and the propesties thal ibsa
warmiord wsed are those of their efhmic and cultural entity. This consequently,
hrought to the fore, the acsibetic and the theatrical message that b as a playwright
imtended to pass across, This is illustrated in fgure V(0 and (1) above. The astistic
prowess, which Ben-Abdallsh used, wnderscores the sixth sense in him
Commerdably, ikis artistic ingenuily permeates all his directing works. The piclure
in figare VI below also presemis an ilbastration of anoiber choreographed dence in
The Fall of Kusebi, which further aiests to Ben-Abilallah's tota] theaire approach

i his play productions,

Singing. drennsing and in The Fail of Kumbi (1985) direcied by Ben-
Abdallsh snd performed af the Ghana Mational Theatre, Accra, Ghana on 29™ and
30™ December, 2000,

. Dress and Techmical Rehearsal: Diress and lechnical rehearsal is another
very hmporian process in the play production process. It is al the lechmical
rehearsal that & ditector determines whether his play is ready for performance or
nod, Mo sorious direcior will ever want io treal his deess and techmcal rehearsal
with levity, Our case sty i3 nol differeal. He, in foef, prefers to have ns dress
and techmical rebesrsal two days before his openiag nlght, so that his pctors can
have & day of rest before the opering night. However, when he is using stadents for
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his performance, his sttibade to dress snd technical night s different. He clucidates

mere eritically:
I ugnally want to do everythmg that | needed to do and have of least
one evening [ree before the opewing night. But if wishes were
Horess, . {Laugh} When you are dealing with professionals, ome
could do that, But when you have studenis who are amateur in your
producivon, you will have dress and technical rehearsal very many
ltmes hefore the parl'nn'nun-,:c

This style wndersconcs the motivalion trasl 1o Ben-Abdallah.

Performance Nights: The impontonce of the perfomsnce night 1o a play
direcior canned be over-emphasised. Performance mdght 1o every play direclor is
suppoeed 1o e & nrght of fulfilment, which every theatre director shoold Jook
forward o, Every play director who has worked through the tortooas I_H"ﬂh‘] af
weaving the bits snil phoces of all elements of kis play tngether shoald matarally
lmak forward to eoeEng the resull of s lsbour. Surpnsmmgly, Ben-Abdallak's
disposizon to the performance night of his play is unembusiastic. He detests bair
present. Rather, he indists thal

[ tam away o | hand over to the Sdage Manager, whom [ tell that
from this point the business i yours. Agmin, nowadays, [ have
relaxed it a [Fde bil. Mow | come on the opming night, po
backstazge widh them and give them o hitle pep talk. When they
hegin their prayers, | walk oil... | do mot bke waiching my

performances.

Observatbom: We are of the strong opinion that since ne one can clalm monopely
of artistic wisdom, direciors should see performance nights o glorious naghis. 'We
simagly disagree with Ben-Abdallah on the posttion he's tzken nol o waich his
perfommances. Every direcior who (s dymemic and willing to improve should see
nigeniding the periomance mghls of his directod plays as o night of reckomng. 1t 14
a might that the director will not ooly bewefit from the comments and criticisms of
the amlienee, bat be will also lave the opportumity to sos his own work in action
Conirary 1o his position, which he carlier expressed to us, on the day the play, The
Fall of Kwnbd [1989) was performad, he attended the show, We found o from
him why he broke his tradition. He told s thet he ablended the show as 8
demonstration of his respeet for the porson of D Ewaine Nknimah (even in deatli),
in whase honoar the Cenlenary oolebraiion was crganased,

Conelnsion
W have mn the cowrse of this shudy been taken throwgh diffenent iremds in directing
that makes African directors 1o be listed a8 contributors o the mew trends. of theatne
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digeetion in African theatre practice, Ben-Abdallsh’s “Step Aside” directing
apprageh refnforees ibe ingenuily in the contributions of African thestre direcion
s we see the procreation process of our cass study i his directing approsch,

Dur findings reveal that deeply seated in African theatre direclors ane
bunslles of mtﬂ'pr-:l:ltlw ingenmities, which tromscems] the overused westemn
dirocting style. It ix clear from Ben-Abdallab's creative ngenudty that a theatns
direcior can make more direciors in his theatre co-workers. He can excile
confidence in slage managers and make them potential play direcions,

It i gad to note howeser that dramatization of plays on Affican stages (hese
days aro limiled becase bome video phonomena has become the onder of Alrdcan
source of emerfammend. In order to bang alive play performances on slage, our
oaticmal and State Theatre Ards should be mode fanctionally alive. This will
provide avenue for play direcions to evolve thedr directorial ingenuities,
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