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Arnold Wesker in his “Background to Budapest” also laments that “1l
directors power can become a tyranny, stiffing and inhibiting original ci«
ative work!®. Directorial power when abused and misused can lead to (1
enslavement of other theatre workers and collaborators although directo
rial power too has its own advantages. The director as an iconoclast mori|
thus accept the reality of the double-edged opportunity of the directorial
power. Should it be used negatively or positively?

iv. Theatre

The very meaning, essence and notion of the theatre have always becen
subject of controversy. This is because the totality of human life is chara
terized by theatre. Theatre is seen as:

A performance art that places human experience
before a group of peaple-an-audience- in the
present moment. For theatre to happen, two people,
actors and audience, must come together at a cer-
tain time and in a certain place. There, on a stage
or in a special place, actors present themselves to
an audience in a story usually involving some
aspect of human®’.

Theatre as “a way of seeing men and women in action of observin g whil
they do and why they do it”’. Is therefore accepted as our working dclin
tion of theatre for this research work.

V. National Question

For an issue to become a national question it must cut across religious, cily
nic, tribal linguistic, political, economic and social barriers especially 111
federal state such as ours. Likewise, some centrifugal issues and denii |
in a federation automatically become issties of national debate and i)
tance waiting to be resolved. Controversial and volatile issues such a:. (1
acceptable revenue allocation formular, state and local government creatio
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tpecially during the democratic period, the leadership question, corrup-
flon and embezzlement, women empowerment and gender equality,
lvouritism, nepotism and tribalism and other vexatious national problems
A tribalism are part of the Nigerian unresolved national questions.

Iud Onyeoziri however recollects that the historical evolution of the intel-
Iéctual discourse on the concept of national question started in 1792:

The concept of ‘national question” as a long his-
tory. The linkage between the nation and the state
dates back to 1792 France. It has also came into
serious intellectual discussion in 1905 when Rosa
Luxemburg first raised it as a likely problem for
Marxist universalist materialism ...presumably
the national question means some question about
the nation...”.

Hitida Abubakar also submits that “the debate on the national question in
Higeria could be traced historically to the period of nationalist struggle for
Hilependence in 1940s and 19505,

Hillonal question is however more than political struggle for there are other

jutameters that help to redefine the political status of a nation. One of those
t»n ameters is culture. The existence of unresolved national problems is the
£y 10 national questions. The national question under focus here is the
tillural degeneration through the theatrical manifestations of the theatre

dliiiidism in our social system. This researcher sees this anti-culture per-
fitinances as part of our national problems.

vl The Theatre of Nudism

Wl actors act in the art of acting, they are artistically impersonating hu-
Ui and non-human experiences and whether acting is mere imagination -
ol left much to be desired. Edward Dwight Easty however says that
“iling is not pretending”? and this is a contract to the eclectic notions that

T "o

Aling Is “make-believe”, “improvising imitating” and “doing the wish
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of others”. All these conclusions negate the impression that “acting is iy

ing truthfully under the imaginary circumstances of a play”®. Inspile of
the observed ambiguity to the meaning of acling, actors are role playci:

‘impersonators’, ‘imitators’, reflectors, and commentators who relay albeil
imaginatively human and non-human experiences.

Theatre of nudism is a total attempt at truthfulness in acting. It is a thealil
cal realistic acting style which tends to expose the hidden treasure of I
man beings nay the actors and actresses. Morality is anti-nudism for maoy
ineptitude, practical sexual behaviours and activities and physical demon
strations of emotional and romantic styles between men and women, oy
and girls are paraded, exposed, dramatised and acted as spectacles (or (1
theatre audience on the stage or screen performances.

Theatre of Nudism: A Literature Review

In the beginning, the immediate past and the present historical evoluliii
of theatre and drama; nudism as a theatrical manifestation has alwa ys beeit
a subject of controversy. Interestingly, most of the works of the nudis!: 11|
their collaborators in the theatre were recorded and documented.

As a pointer, I found John Adebayo Afolabi’s article “Sexploitation an il
performing Arts in Nigeria: A Critique” very useful and exploratory |1
traced the historical evolution of ‘sexploitation’ to “the classical era, in il
golden age of athenian drama”? and concludes that “comedy evolved (i)
a Dionysian festival of fertility. The male organ (Phallus) thus assumni 4
symbolic status”?. While sexploitation is a word for “commercial exploin
tion of interest in sex”,” theatre of nudism is an exposé on the thealiioil
demystification of the very essence of man. The two concepts demon: il
the demonic yet physical immoralities and sexualities pervading the M
rian theatre industry.

It was all fun and funky.to the actors of Dionysus in 69 when Riclii
Schechner directed the play. Dionysus in 69 was adapted from The Bl
by Euripides and the Western Press were distastefully angry to the 1he i
of bestiality that Schechner presented to the American audience in |1/
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Mix Waldman recounts people’s “disarming phrase” about the perfor-

Hance:

Some what after Euripides, the Bachae... did not
prepare the invitee (“Spectator” is somehow
wrong) for what was really an assault on tradi-
tional theatre. Press reactions ran the gamut: “cru-
cifying the classics”, “amateurish”, “a leap for-
ward”, obscene®.

Hihechner, the Artistic Director of this performance succeeded in bringing
ik the theatre of the classical period with rare spectacular success and
mumentary condemnation. The performance was not a gamble as it was
tnlintically designed to show the hidden truth of human experiences and
the word improvisation was not given a thought:

The matter-of-fact nudity nf the performance group
surprised many. This was the first time so many
naked bodies had been presented on a New York
stage before a public audience. There was no coy-
ness in the act of disrobing, no dimming of lights”.

Sl 1970 to date, the British and American theatre industries see sex (the-

aliv 0l nudism) as one of their important thematic pre-occupations and it is
iy difficult to separate pornographic theatre from the more offensive “blue
Hlin" movies. Dances and songs are also two theatrical media that the west-
#ii1 (heatre workers have used to promote and advance the frontiers of the

theatricality of nudism.

Ilv I'rench Director Patrice Chereau and Mark Rylance the Actor and Di-
1t lor of the Globe Theatre in London are also reputed be have threatened,
liiivdl, cajoled or torpedoed actors to dramatize oral sex on the screen. It has
i observed that:

The history of explicit sex in serious movies be-
gins, aptly enough, with a big bang, a single, ex-
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plosively controversial movies: Ai No Corrida
(1976), a Japanese tale of doomed love that com-
bined meaningful drama with blatantly authen-
tic sex?.

The idiots, Pola x, Baise-moi and of recent Romance (films) are nudists
theatre game of adventure. Romance for instance is a story “in which the
adventurous heroine is visibly penetrated by one of her lovers (played by
the porn star Rocco Siffredi, who certainly had the part for the part””.
There is also a pornographic web site in the Internet that documents the
activities of nudists in the theatre of nudism.

There are also several newspaper reviews on the theatre of nudism, nudis!
actors and their promoters in the Nigerian press. The following are some ol
the editorials, social commentaries and public analysts’ comments that ci
ther support or condemn the theatre of nudism: “So, did she or didn’t she?”",
“Dubious liaisons: Sex on the Screen”, “Banned Obsence films Still on
parade”?, “1 was Never a Playboy™, “Hollywood, who really needs it?"",
“Act Naked? Never!” “Porn againl: Censors board goes after flesh nict

chants”, “Who goes nude?”, “Police Swoop on Video Club Operators’™"
“Nigerian Movies and Nudity””, “Exposed: Producers of ‘Blue’ films iy
Nigeria™.

The last article is a review of how Nigerian young men and women ar¢
recruited into the pornographic theatre. The reviewer observes that:

Following the sticcess of the first, most outstand-
ing Nigerian porn video, Sex is A Nigerian, some
emergency producers have sprang up to cash into
the booming pornography business which is be-
lieved to be a faster way of raking in foreign cur-
rency*.

It has also been reported that:

A man at Warri, Delta State got paid a mere hun-
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dred thousand Naira to have sex before a filming
camera with his wife®.

l'rom the two unfortunate incidents recalled above it is quite clear that cul-
lure has been ruthlessly sacrificed on the alter of money.

Ile Examples of Nudism in the Nigerian Theatre Industry

Hlopping the menace of nudism in the Nigerian theatre is an epic battle.
T'he publicity has to be massive and the theatre artistic must be catalysts for
the demolitions of all structures (human and materials) of nudism.

fince Adebayo Afolabi’s “Sexploitation and the Performing Arts in Nige-
tlai A critique” where he reviews some home video clips such as; “Ta lo
fua, Glamour Girls II, Rituals and The Battle of Musanga® in 1999, the
niimbers of video cassettes on nudism through seductive pictures of sexual
jitterns and behaviours are on the increase.

Ihere are numerous examples of nudists” home video cassettes acted, di-
locted and produced by Nigerian theatre workers who enthusiastically tried
I do it the way it should be done. These are; Outkast 1 and 2, Night out
(Girls for Sale), Lady Bianca, Shattered Home, Black Maria, Children of
lvrror, The Prostitute, The Adulteress, Better Lovers, Valentine Sex Party
il Sex in a Nigeria.

lime will not permit one to x-ray in details the thematic concerns of all
thene cassettes, however, the aspect of nudity in four of the above cassettes
Will be discussed. The first one is The Adultress from Candid Pictures Pro-
iliiction, produced by Chinny Matts Chukwu and directed by Simisola
Upeluwa. Tt is a story of a woman (Mary) acted by Bimbo Akintola who
(ies not derives sexual satisfactions from her husband (George) acted by
Hiint Obi, (George) has a small dick and this sexual dissatisfaction becomes
il puychological trauma to (George). No serious discussion between the
toiiple and (Mary) throws herself to the market of infidelity, sleeping with
liwi husband’s friends and her friend’s husband. Nudism comes to bear in
lliee scenes in the cassette. The first scene is when (Mary) Bimbo Akintola
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and (Mr. Adeolu) Babs Arideghe expose the better part of each other. The
second scene in The Adulteress is when (Mary) and (Fred) acted by Uche
Ndigwe are also pushing in and pushing out romantically. The last scene is
also between (Dave) acted by Chuks Oparaocha and (Mary). (George) kills
all Mary’s bed mates having installed a recording camera in the hotel room
that (Mary) usually uses and this really assists him to detect his wife’s illicit
affairs.

The Prostitute also promotes prostitution. Uzodinna Okpechi produced
the flip and Fred Amata directed it through Kingsley Ogoro Productions.
Omotola Jalade Ekeinde (Veno) comes from a poor family and as she goes
from one place to the other struggling to survive, she is unwillingly being
turned into a sex object. Importantly, three scenes also celebrates nudism
in the cassette. The first is the scene between (Veno) and (Razor) acted by
Segun Arinze, a robber in the flip. The second scene is between (Veno) and
(1* boy) acted by Bright Mboho and the third scene is between (2*! Boy)
acted by Kenneth Mwabueze.

Outkast 1 and 2 are also two films from Grand Touch Pictures produced
and directed by Chico Ejiro (Mr. Prolific). These two films tell the story ol
Madam Gold (Sola Sobowale) who trades in human trafficking and prosti
tution. The plight of the Nigerian ladies who are often deported from Italy
is also dramatized. Sandra Achums, Lilian Bach, Iyke Okoro, Shan George,
Cossy Orjiakor, Ashley Nwosu, Jude Ezenwa, Samuel Okhakume and many
others featured in these two films. Most of the actresses in the two films
dressed to kill. Almost all of them are in sexy, skimpy and half-nude sodomic
dresses. There are about fire scenes in these two films that the inner trea
sures of the actresses and the actors are exposed. (Alero) acted by Shan
George is the notorious of all the nudists in the two films while Cossy
Orjiakor’s boobs suddenly become playing things for a custom officer in
Outkast 1. Shan George (Alero) alone exposes herself in the following en
counters in the two films:

1 The scene between her and Ashley Nwosu (Peter).
2; The scene between her and Jude Ezenwa (Chief Harrison) and
3. The rape scene between her and Tyke Okoro (DPO)
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She spreads AIDS/HIV to many people after discovering that she isa ¢
tier of the deadly disease.

The thematic concerns of all these films are good and timely but the theat

tical manifestations and manners of presentations are anti-culture. Perhayn
these are part of the reasons why the Executive Director of the National
Iilm and Video Censors Board (NFVCB) banned Outkast 1 and 2, Night
out, Omo Empire, and Shattered Home. The board also claims that “the
[ilms violate every known and decent and noble tendency of the African
psyche and culture”*.

The Nigerian Musicians are also involved in the promotion of nudity. O)f
iecent, five Nigerian musicians (Father U-turn, Adex M.K. Labule, Said
Balogun, Adekunle Alao and Wasiu Alabi) released a music flip titled Fijs
Giyration. Bayowa Films and Records International produced the musicals
and while the musicians sing intelligently, Cossy Orjiakor, one of the popu
lar nudists also danced herself out in the cassette and her boobs are aluo
available for musicians to fondle with.

Ie live theatre has also promoted nudism. Ebun Clark once recalled My
Kuyinu, Ogunde’s Co-director when The Garden of Eden was performed
that: i

...It seems that we blazed the trail at that time by
not being shy on the stage. I appeared on the stage
as Adam. I was almost stark-naked. I had just a
pair of pants on me which were just my colour,
and immediately I appeared on the stage people
wondered whether I was naked or not...*

I'his attempt of Hubert Ogunde in The Garden of Eden was then 1o malka
the theatre close to life as much as possible. Ogunde was never a nttdist bl
Il Is imperative to recall this dramatic style of realism when the Nigerion
[heatre was then growing. This dramatic action was a rare opportunity an
il lemonstration of courage on the part of the actors in The Garden of Liden
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It has also been reported that in 1979 at the Arts Theatre of the University
of Ibadan, a play titled “Big Breeze Flow” written and directed by Amadi
Mady (a Senegalese Lecturer) celebrates nudity. Nita Durojaye, one of (|
actresses actually removes all the clothes on her as she is about going, (1
bed with her boy friend and as this action unfolds, the audience in Il
theatre left and the auditorium was deserted because the society at (ha
time was not liberal to infidelity or moral ineptitude. Nita Durojaye’s .
matic exploits fly round the campus and she finally left the Universily ol
Ibadan without completing her degree.

In year 2000, a play titled “The Turning Point” written and directed |,
Felix Emoruwa and performed at the Red Brick Hall (NCAC) of the N
tional Theatre also narrates the story of a thirteen year old girl who i o
professional prostitute. Aesthetically, character (Lady) removes her Bra a1
Character (Man) seduces her while the Barman watches on in this thie
characters experimental play.

Also, “Aye Asan” a drama sketch written and directed by Cyril Georyen
and performed at Cinema Hall II of the National Theatre in year 2000 can
be said belongs to the nude theatre classification. This three characic:

play features the Drummer, Dancer and Narrator who also acts as the A

tor. At a point, the Narrator acts in nude in the play which reflects (I
absurdity and nothingness of life. The Narrator demonstrates “blo. |
yanchi”, yellow yanchi” and “shit” by removing his clothes.

Most of the nudist scenes on the live theatre are usually and always h.
pening at a flash. Sexual dances have also been used to blow up most of 1l
live theatre obscene scenes. It is therefore important to state that almos! .1l|
the performing Arts media are directly or indirectly used to promote nil
ism in the Nigerian theatre. Amadu’ Mady, Felix Emoruwa, Cyril Georyon
and many more who are in the Richard Schechner school of directing ar

expressing their impressions through constant theatrical experimentation

Inside the People’s Parliament

Two methods of research were employed in the aspect of this research S 1he
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Research Question Five: Who do we blame Sor nude theatre (Screen oy
stage)?. This question is quite controversial and this researcher deliberatcly
administered questionnaire (o theatre workers, students and consiston|
theatre goers. Questionnaire was also dclibcmtcly administered to non
theatre people. These two group were also selectively interviewed.

The theatre workers (scholars, teachers, critics and practitioners), studenl:,
and theatre goers passed their blame on nude theatre as follows; Actor
and Actresses 22%, Artistic Directors 40%, Producers 18%, the Film Cen
sorship Board 10% and the Society 10%.

The non-theatre people distributed the percentage of the people respon
sible for nude theatre as; Actors and Actresses 26%, Artistic Directors 24,
Producers 15% , the Film Censorship Board 15% and the Society 20%.

In the interactive session conducted with some selected Performing Al
Students and Staff of the University of Tlorin, most of them blamed (he
theatre workers (actors, actresses, producers and most especially the arti

tic directors) while a few blamed the society and the Film Censorship Board

Although everybody is responsible for the theatre of nudism, the concly

sion is that the theatre workers are to some higher percentage responsibl
for the theatre of nudism.

Research Question Six: What do Yyou think are the likely causes of mude
acting?. Respondents pointed to financial rewards, fame, professionalisn
and aesthetic satisfactions as some of the reasons for nudism.

Research Question Seven: What advice do you have for nude actors aml
actresses?. Majority of the respondents were of the opinion that they shoul
stop it for they reasoned that there is no religion or culture in Nigeria thal
permit nude acting.

Research Question Eight: What do you think that nude theatre do Jor
you?. Most of the female respondents agreed that nude theatre usually arosc
their sexual feelings. Some said that it usually affect their religious belic
and others concluded that they hate nudists and wish that nobody should
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marry nudists.

Research Question Nine: Which region in Nigeria do the highest number
of nudist theatre workers and executives come from?. The percentage of
the respondents were as follows: South East 47%, South West 35%, South
Houth 15%, North East nil, North West nil and North Central 3%.

I'he implication of this is that the South Eastern region of Nigeria scored
{he highest in flesh theatre mercantilism with the South Western region
(railing behind it, while the entire North has 3% as against the South’s 97%.
Unfortunately, Igbo and Yoruba cultures did not permit moral degenera-
{{on and the ‘abracadabra’ called nudism.

Ayo Akinwale, a seasoned theatre dramatist and scholar is however of the
opinion that:

Everybody is to blame for nudism. The society
enjoys it through our contact with foreign films
and nude messages are now a daily ritual through
GSM. These invariably are the features of a drown-
ing and corrupt society*.

When further confronted with the results of our findings on the unfortu-
nate roles of theatre workers in the theatre of nudism, Akinwale laments
that:

Directors will share 80% of the blame. The soci-
ety knows pornographic directors, film producers
also know them. They will not come to you and I
because they know that we still believe in theatre
ethics. Above all, nude actresses are prostitutes
and nude directors are themselves nude people.
They love nudity apart from money*.

['hree nudists’ opinions are also crucial and must be recollected here. First
{s; Shan George, the leader of nudity school whose opinion is sought about
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her role in Outkast. She fumes that:

You would not belivoe it that a large number of
women walked up to me that 1 did o good job on
the film and that they want their daughters to be
an actress's,

Shan George sees nothing wrong in what she is doing and even concludc
that she “interpreted what was just on the mind of the director”. A tactical
way of blaming the artistic director.

Cossy Orjiakor who is often called Coosy Boobs another nude actress say:,
that;

There is nothing bad in those roles whether in
Shattered Home, Outkast or any of the films I've
appeared in. for God sake! ['n; interpreting the
script, the producers gave me. ..,

Although Cossy isnow a Postgraduate Student of Management at the U
versity of Lagos, she intends continuing with nudist roles so far the pay |
good and the producer or director wants her to do so,

Another defence of nudism comes from Bimbo Akintola that “The pro

ducer got a body double to do thoge scenes. I never did them. It jg amaziny,
that home video viewers don't even know that there is something call|
body double”, Body double is a mechanical device or a film trick whercl,

the real actor, actress or action(s) are not presented to the viewer. Bol,
double usually imitates the real actor or actress for some obscure, and 111

expected theatrical actions. However, most of the actors and actresses wli
belong to the nudist mafia such as Omotola Jalade — Ekeinde, Segun Ariny.

Eucharia Anunobi, Sandra Achum’s, Cossy Orjiakor, Halima Abubaka

Bimbo Akintola, Lilian Bach, Genevieve Nnaji, Ramsey Noah and Sha,
George may not have used body double as speculated.

The Nigerian viewers are therefore not deceived about the use of boly
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louble although its existence is real, its use in the Nigerian movie industry
I however limited.

I hico Ejiro (Mr. Prolific) is one movie Director who has produced many of
{le home video cassettes in the nude bracket. He was once arrested by the
jinlice for directing and producing Outkast 1 and 2 and he confessed that
(¢ police asked him “to withdraw the films from the market” and that he
ling started doing that “in compliance with the directive of the censors
loard s,

aradoxically, there are many actors and actresses who will never act in
iide no matter the price. Joke Silva, Olu Jacobs, Peter Edoche, Rachael
({niga and many other actors and actresses are few exceptions who are out
ul the nude game. These set of actresses believe in moral ethics, cultural
viliies and religious injunctions about the evils of nudism.

Ubgervations

Il first observation in this research work is the acceptance of the system-
alle triumph of the theatricalism of nudism and the gradual fall of most of
it cherished cultures in the Nigerian nation. The gradual degeneration of
mir culture is therefore a necessary national question which must be tack-
Il

Alno, that the theatre workers (actors, actresses, producers) and most espe-
tlally the artistic directors who are responsible for the artistic, technical
iiil managerial aspect of play productions are the most guilty in the nox-
Ininness of nuditization. This observation although controversial has been
[alil 10 rest through our research questionnaire and the oral interview con-
iliicted. The culpability of the thespians is the bitter truth which is against
Atlebayo Afolabi’s opinion of seeing the “society as culprit” when
noxploitation” is concerned. The culpability of the theatre workers is in-
ilinputable because there is input and output nexus in the production pro-
tonn and if theatre is a product (output), the sociely as its consumer can
nily consume what it is given to her to consume through the input. If the
nuclety is guilty” then the theatre arlists are nmore guilty.
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Reflectively, most of the actors, actresses and semi-demi producers and
pseudo-directors have comes into being because the theatre is still a disci
pline meant for all-comers and most of importantly, business men, frug
trated house wives, divorces, prostitutes, the unemployed and the unmai
ried couples turned to the theatre as the last place of employment.

Our research has also shown that fame, material wealth and not profcs
sionalism are part of the reasons why actors and actresses debased, ¢x
posed and “sell” their bodies with impunity.

It is also observed that most of the notorious nudists earlier mentioned in
this work may still continue to hawk their bodies unless something radical
is done to stem the tide of nudism. They are of the opinion that they i
performing rare feats by acting in nude. They also see themselves as [l
present heroes and heroines of the Nigerian theatre industry who do it the
way it should be done: professionals.

There is also the likelihood of any released video cassette to be purchascd
and viewed by the Nigerian audience no matter the activities of the Na
tional Film Censorship Board. In fact most of the banned cassettes are now
selling fast.

Our research has shown that the Southern part of Nigeria is the centre ol
nudism because some theatre practitioners understand the pictures of se
through the dramatization of nudisim. The Igbos and the Yorubas are tw¢
common rivals trying to out do each other in the theatre of nudism.

Relatively also, nudism do take many forms but the home video explosion
is quite alarming. The theatre of nudism does happen on the live theatrc
through dance, music and drama but it is not as rampant as that of the
home video cassettes.

Suggestions and Recommendations
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[rining and the re-training of theatre artists are crucial if the theatre of
fidism is to be eradicated. Training and re-training can come through re-
lieats, seminars, and conferences where the ethical standards, theatre eth-
I, moral values, social edification and cultural revival and promotion of
lhe Nigerian nation will be the focus. Training and re-training should also
le periodical. Vital question such as who an artist is should be theoretically
Ind practically explored. For example, Zulu Sofola says that the artist:

...occupied a vital place in the life of his commu-
nity as a mediator between his people and their
divine reality, and as a motivator for the well-be-
ing of his people

Ihe artist also creates because of the need to “heal and restore the life of a
ilel and battered humanity... create a new vision for growth, renewal, re-
generation and edification of man for a wholesome life and a better com-
mumty mobilise a collective conscience for a particular desired objec-
llve”®. The Nigerian nudist theatre artists fall short of Zulu Sofola’s pre-
(riptions and it is quite certain that they are not at peace with themselves,
{heir community and the supreme being.

[hhe national conference of theatre directors or the formation of the league
il lhe Nigerian theatre directors is hereby suggested. This body should be
ineeting annually to regulate the theatrical, directorial, dramatic and above
ill, the professional activities of the Nigerian theatre directors as a self-
monitoring body. This will be a unique opportunity for directors to really
llncuss the issue of sub-standard theatrical performances and most impor-
lintly the evil of nudism. Licences should be given to directors to produce
ind should be withdrawn'if any of them break the law of the body. Society
| Nigerian Theatre Artists (SONTA), Guild of Nigerian Dancers (GOND),
iciety of Nigerian Artists (SONA), NANTAP, Guild of Nigerian Actors,
I'MAN and other theatre arts related body should begin to sanction erring
iiembers who flout their constitutions and these organizations should also
jliy more responsible roles in the development of the Nigerian theatre
lhtough cultural revivals.
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Language of sex instead of picture of sex should be encouraged in the dram
turgical review of the theatre of nudism in Nigeria. Language commuu|
cates if effectively utilised, nude pictures should also be concealed insidli
the rooms, through the use of curtains, blackouts and nude scenes mus! |
embellished with songs, music and minimal metaphors of sex dance.

Moral and ethical teachings should be introduced in the school curricului
and must be intensified in the churches and mosques thereby making (l
Nigerian child to value her cultural endowments. Once the child is cauy||
at a tender age, nudism will be a paradox to him even if he has to be i
artist.

The National Film and Video Censorship Board (NFVCB) should be 1
structured or disbanded. It should a body that can bite and it must be 11
constituted to include the following people; a representative of SON'I'A
representative of NANTAP, GOND, Directors, Actors, Producers, Mci/
organizations, a Director General from the Ministry of Culture and Touw
ism and an Executive Secretary from the Presidency. This new body if con
stituted should meet weekly so as to kill’ and stop anti-people and anli
culture’s scripts and rehearsals. The new board envisaged should also havi
six sub-committees in each of the six geo-political zones for effective mon|
toring of its programmes and activities. Theatre people should be madc |
manage theatre affairs.

The Conclusion

Theatre, though a corrective, defensive and redressive mechanism; is noi
being used as a negative pedagogy of anti-culture, anti-people and anli
moral reflector. In this research work, we have tried to make an exposé i
the theatricalization of nudism in the Nigerian theatre industry through
explorative literature review, the administration of questionnaire and (I
conduct of oral interview. We cited some examples from the repertory
the theatre of nudism, make observations, suggestions and recommen,
tions.

The main concern of this research work is the survival of our cultures |




image23.jpeg
jﬂjerian Theatre Journal 192
ligeria and if no Nigerian culture is in support of the theatrical manifesta-
i of nudism then, nudism is a national problem which must be fought.
Wi [herefore wish that the government and most importantly, the theatre

“liiln will carry out some of the suggestions and recommendations made
1 Ihin research work. We have observed that culture is a strong institution
il should also limit the directorial arrogance of artistic directors.

I tonclusion, mass mobilization through public enlightenment on the
Wil and dramatic madness of nudism should be intensified. Everybody
Wil be involved in the rat race to stop nudism in the Nigerian theatre

o ity
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éHAPTER Z LEVEN

CULTURE AND THE LIMIT OF THE DIRECTORAL POWER: A
REFLECTION ON THE NATIONAL QUESTION AND THE THEAI'l{1
OF NUDISM IN NIGERIA

RASHEED ABIODUN MI14 A

We submit critically that culture is theatre and theatre is culture becausic .l
cultural activities are essentially theatrical and that most theatrical cvin
are moments of cultural re-enactments. While culture serves as the malei |
als for the theatre, the theatre itself celebrates known and unknown « il
tures of the world through various performance forms as aesthetically I
signed or reflectively created by theatre workers one of whom is the arlin (i
director. Through the interview, questionnaire, observation and deduic (i
methods of research, this paper is a reflection on the national question .l
the theatre of nudism in Nigeria by the Nigerian performing artists vl
the theatrical directions of some pseudo Nigerian artistic directors who .«
sacrificed known Nigerian cultures for financial rewards. We observe 1111
culture “as a reflector” should limit the overbearing power of the theal
workers essentially, that of the producer, the actor and especially thal
the artistic director. We also conclude among others in this research w |
that there is the need for the conference of artistic directors in Nigeria il (1
national question of nudism in the theatre industry is to be resolved.

Mission Statement

We are not unaware of the bastardization of most of our cherished il
glorified cultures and the social decay permeating the Nigerian society. W
are only alarmed at the rate the Nigerian theatre artists who supposcd 11
mirror societal ills are involved in the destructive adventure of culture ai
as a matter of facts, four cogent reasons make this research work incvi
table.




image4.jpeg
Higerian Theatre Journal 172

Ilinl, (his researcher was to represent the Department of the Performing
Ailn University of Ilorin on a Career Day Programme organized by the
linil year students of the Department of Guidance and Counselling of the
Liilversity of Tlorin at Government Secondary School, Tlorin on the 13" of

Ieliniary, 2002. Various professionals spoke about the lucrativeness of their
jiulessions while this researcher also spoke quite extensively on the
pinects of theatre discipline and its graduates.

linportantly, five critical questions were asked by the students of the school
alioiil the theatre profession and the theatre practitioners. One of the
Juentions however really rattled me for it queried the basic moral
Hugeneration and cultural degradation of the Nigerian theatre artists. “As
yiil know sir, some artists are spoiling your profession and we are not
liajipy with the way they opened their bodies on the screen and even the
Alape or is it true that if one did not act nude one cannot make big money

Jil be popular in the performing profession?” Apologetically and carefully
I, Ihis researcher replied that “It is not totally true”. However, this
\usearcher was certain that this young boy had stirred the honey’s net, the
lipen are seriously stinging. His fears must be investigated.

Hucondly, the series of live performances; dance, drama and especially the
[lume Video cassettes that celebrate the dead of the Nigerian culture and
Wiy, its burial dirge through incessant and indecent dramatization of the
lnlre of nudism and obscenity wheré man’s moral ineptitude and social
{lepradation are stupendously celebrated with grace and splendour also
iinkes this research work timely.

Ihirdly, is the series of interview conducted by some Nigerian Journalists
i nude acting which occupied the major daily and weekly national
iiewspapers. This researcher was fascinated by the statement credited to
Hliin George ostensibly, the leader of nude acting in Nigeria that “Outkast
iinde me popular”? and Cosy Orjiakor’s rhetoric’s of romantic invitation
{lial “anybody can fondle my boobs”? among others.

[nally is the opportunity provided by this year’s SONTA’S central theme,
(ulture; Theatre and the National Question”. This researcher then set out
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to find out why the supposed defenders of cultural heritage turned out (o
be the destroyers of our cherished heritage and culture, is it money? Fam !
Artistic and creative liberty? Professionalism? Or what?

Defining the Concepts and Terminologies

Certain basic concepts and terminologies are crucial to this study and thu
must be conceptualized. These are the concepts and terminologies of cul
ture, director, directorial power, theatre, national question and the theati
of nudism.

i. Culture

ulture as a distinguishing and consolidating phenomenon makes the soc
ety and without it the society will cease to exist although the impetus ail
power of culture itself is derived from the society. Culture generously i1
cludes people’s religion, politics, festivals, traditions, rituals, rites, admin
istration, social expectations and demands, rewards system and punihi
ments, moral codes and modes and ethical standards which are maoil

unwritten and conventionally located in various cultural institutions ui
doxically for the defence of culture and the survival of the society.

Making a preamble to the concept of culture, Abukakre R.D. specilicall
summarized that “in a non technical usage culture can be deemed wlii
used as an adjective as synonymous with being polished, sophisticale i
civilize”?. Moving away from Abubakare theatrise is the very basic il
pinning of culture which T.S. Eliot sees as a term which has:

...different associations according to whether we
have in mind the development of an individual or
of a whole group or class, or of a whole society*...

This classification of culture from Eliot is tenable because it is culture (1t
makes the individual, the individual makes a group, the group ml: 4
society, the society makes the state and subsequently the nation.
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[lor the purpose of this research work we however accept Edward B. Tylor's
impeccable definition of culture. He sees culture as:

...that complex whole which includes knowledge,
belief, art, law, morals, custom, and any other ca-
pabilities and habits acquired by man as a mem-
ber of society®.

i Director

[lhe artist who coordinates human and material resources in the play di-
iucling process is the director. The director has been variously described
ind defined as; ...an imposters, ...an arbiter’, ...the artist working closely with
lie performers in the theatre?, ... The master of all arts of the theatre’, ...a psychic
lelective®, ...a finger in every pie'l, ...a seducer ... a fun seeker ina play ground®,

lover,...author... literary critic...teacher. .. psychoanalyst...™. For the purpose
0l [his research work we accept Agust Staub’s definition of seeing the di-
jeclor as “The master of all arts of the theatre” as cited above.

i, Directorial Power

Ilhe character, the identity and the functions of the theatre director often
ilufine the theatre director’s directorial power which can be positively demo-
{1nlic or negatively autocratic and tyrannical. The power of the director to
{10 ind undo in the theatre lies the essence of the director’s directorial power.
['uler Brook accepts the inevitability of the directorial power of the theatre
illrector when he submits that “the theatre director’s role is a strange role...
it loes not ask to be God and yet his role implies it”*

ilie power to play God in the theatre which Book refers to is that power
{lial can never be queried. Directorial power is that unique power that makes
{lie theatre director a primus inter pares among other theatre workers.
Hiizan Letzler Cole also reports and accepts the uniqueness and the aggres-
ilve power of the theatre director when she sees the theatre director as

0o or superego...ghost, invisible presence, autocratic ship captain...
nitrogate audience...”*




